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IHEPE/IMOBA

Yac — 3arajikoBa i MaJoKepOBaHa KaTeropisi CBiJJoMOTO JIOACHKOTO Oy TTS.
OMaHIIMBO MPOCTE MUTAHHS «KOJIU?» 3MaTHE 0ararboxX 3arHaTu B TIIYXUU KYT.
Konu tn roroBuii Bucinoutuca? Koau tede 3aatHi 3po3yMiti? Konu Hacnpasl
IPUXOJIUTH TBiH yac?

Banepiit I'eraMsiH Kpi3b BCE JKUTTS MPOHIC MIETETHE cTaBieHHs 10 Yacy,
BJIACHOTO Ta YYKOT'0,— BU3HAYAIOYM WOTO HaMBUIIOO MiHHICTIO. CamM03a0yTHBRO
IPOBIB MOT0 B MUCTELTBI, HE MIKJIYOYKUCh TPO BU3ZHAHHS U BIAMOBIISIOYUCH BU-
TpauyaTH Horo Ha npo3aiuHe Ta Oy/JeHHE.

Munyno Maiike 1eB’ SITHAALSITH POKIB 3 THS CMEPTI XyIO’)KHHUKA-TIe1arora,
1 XTO3Ha, MOXJIMBO, Ternep Yac 3 MoAsSKO TOMY, XTO HOTro Oe3MipHO IiHYBaB,
BIJIKPUBAE BCIO CHILY Ta INIMOMHY TBOPiB MUTLA. Amke came Yac — rojgoBHe Mi-
PHUJIIO SIKOCTI i OCTaHHS — HaliBaXKJIMBIIIA — TIEPEBIPKA TaJIAHTY.

SIckpaBo BHpa)keHa iHIMBiAyajdbHAa MaHEpa PUCYHKA, SIKa 3TOJIOM OTpHU-
Majia Ha3By «cuctema leramsnay, MacmTaOHICTh 3aMHUCTY Ta MOTO BTIJICHHS,
HaWCKIaAHIII KOJIOPUCTUYHI PILIEHHS — T1 IKOCTI TBOPUOCT1 XyJ0KHHUKA, KOTPI
oJlpazy MPUBEPTAIOTh yBary Iisijgada. MEHI MOMITHI, ajie a)X HisSK He MEHII
3HAYUMI, XyJ0KHI MPUAOMU MOHYMEHTAJIBPHOTO MHUCTEITBA, IaHb MOBAaru CTa-
ponaBHbOMYy MuctenTBYy Adpuku Ta Cxomy, anro3ii Ha CBITOBY 1CTOPIIO Ta JiTe-
paTypy.

Banepiit ['eramsin He nuie CTBOPUB BIIACHUI XYyHO0XKHIM BCECBIT, BiH Ha-
BUMB CTBOPIOBATH MOro 1HIIMX. Malixe TpuaUATh POKIB MaliCTep BUKJIAJIaB Xy-
JIO’KHI TUCIUTUTIHU. B pe3ynbTraTi BUXOBaB LTy TUIESAY MEPIIOKIACHUX XYI0XK-
HUKiB. Bacunb PsaGuenko, Onekcannap PoiitOypna, Banentun 3axapuenko, Cep-
riii Jlukos, Bikrop Ilokumanenp Ta iHII — TOPAICTh HE JIMINE BUUTeNsS Banepis
I'eramsina, ane i ycboro cxiJHo€EBpONEMNChKOro MUCTELTBRA.

CydacHe ykpalHChKE MHCTEILTBO3HABCTBO TOCTPO MOTpedye MomiOHUX
KOMIUJIEKCHUX JochikeHb. Onekciit XKajaelko He 1Iykae JIETKUX HUIAX1B Gop-
MaJIbHUX TEOPETUYHUX BIJKPUTTIB, a i]I€ IIJIIXOM IPYHTOBHOTO Ta O6araro0iyHo-

IO BUBYEHHS MTPEAMETY: BiJ] JOKYMEHTAIbHUX (PAKTIB, pO3MOPOIIEHUX apXiBaMHU



PI3HUX BIJIOMCTB 1 KpaiH, 10 CKIaAHUX (hi3UKO-XIMIYHHMX aHATI31B MaTepiaiiB
XyIOKHIX TBOPiB. Ll HaykoBa mpaus — miJACYMKOBUH Pe3yJIbTaT TOBrOTPUBAJIOT
HAyKOBO-JIOCJIIJTHOT Ta pecTaBpalliiHoi poOoTH, 3aBasiku sikiit iM’st Banepis I'e-
raMsiHa 3acily’KeHO 3aliMa€ CBO€ MICIIE€ B 1CTOPii MUCTEIITB.

3amoBHEHHs O1MUX TJISAM BITYM3HAHOI iCTOPii ¥ 1CTOPIi MHUCTEUTB, 30-
KpeMa, akTyaJbHE caMe 3apas3, B IepioJl BXOJKEHHSI YKpaiHU y CBITOBUH KYb-
TypHHil ipoctip. SckpaBi ocoductocti, Ha Kmtant Banepis ['eramsina, cToaTh
BUIIIE BYy3bKOHAIIOHAJBHOT 1/1€0JI0T1i M €CTEeTUKHU, Ta MAIOTh 3HAYEHHS cCaMme B

CBITOBOMY KOHTEKCTI Cy4acHOTO MHUCTeINTBa. Yac HacTaB.

Onexciii Porotuenko,
00KMOp MUCMEYMBO3HABCMEA,

eonosnuil Haykoeuti cniepooimuux IIICM AMY
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BCTYII

OpHuM 3 HaiOUIbII 3HAKOBUX (PEHOMEHIB, Kl CPOPMYBAIN YKPATHCHKY
xynoxHto Kynbrypy Il mon. XX cr., € TBOpuicTh Banepis ['eramsna. Moro mame-
pa — ABUILIE OpUTIHAJIbHE, CUIIbHE, He3BUYaliHe. BoHo BcoTano B cebe, pu yciit
CBOill aBTEHTUYHOCTI, Psii BIUIMBIB, 110 B pe3yJbTaTi MOPOIUIN 1HIUBITyaThb-
HUM Ta BII3HABAaHUM CTUJIb.

[Torenuian pobit Banepis ['eramsna, sk akTyalbHOI CKJIaJIOBOI Cy4acHO-
ro YKpaiHChKOTO MHUCTEITBA, Ty’K€ BUCOKUN. 3aBISKH JAaHOMY TOCTIIKEHHIO €
MOJKJIUBICTh OTIPUITIOTHATH HEB1IOMI (paKTH HOTO KUTTEBOI Ta TBOPUOi Oiorpa-
¢ii. Ile, B cBOIO uepry, A03BOJUTH ITpodecioHaaM Ta MUPOKOMY KOy IIaHYy-
BaJIbHUKIB MHCTEITBA OLJIBII ITOBHO Ta SKICHO CIIPUKMATH OCOOUCTICTH 1 TBOP-
YiCTh XyJOKHUKA. JleTanbHuil KpUTUUHMM aHai3 Oiorpadii i 6ararobiuHe J10-
CHIKEHHS XYI0KHBOI CIIAAIIUHN JT03BOJISIIOTh OKPECITUTH KOJIO (P1I10COPCHKUX
1 XylokH1X ipo0OeM, skl nikaBuin Banepis ['eramsina.

Po6oTu XynoxxHUKa 3HAXOMATHCS B My3€MHUX Ta TPUBATHUX KOJICKITISIX, €
OakaHMMH JIOTaMH Ha ayKlioHaX. [HTepec 10 TBopuocTi ['eramsiHa iHTEHCUBHO
3pocTae, B 3B’SA3KY 3 IIUM aKTYaJbHICTh IAHOTO JIOCIIIKEHHS Oe3mepeyHa.

MomnorpadiuHux J0CIIKEeHb MisIbHOCTI Banepis ['eramsina Ha cbOro/iH1
HE iICHY€. 3aKpUTHUM CIIOCIO )KUTTS XyJI0KHHKA, a 0COOJIMBO B OCTaHHI I’ ITHA/I-
IATh POKIB, HE CIIPUSJIM BUBUEHHIO HOTO TBOPYOCTI NPOPECIHHUMU KPUTHUKAMH,
BIMOBIHO, O10miorpadis, nmpucBsiueHa MisuibHOCTI Banepis ['eramsina, Bkpai
oOMexeHa.

Haiibinpim panni myOmikaiiii 3’ SBHJIHCS JIUIIE TICIS CMEPTI XyIOKHUKA,
B 2001 pori, ¥ HOCATH WIBUAIIEC MEMOpPIAJIbHUN, aHDK HAYKOBO-aHAJIITUYHUM,
xapakrep. [Ipore, came mi momymnsipHi CTaTTi, HAAPYKOBAHI B PI3HOMAHITHUX
0JIECHKMX BUJAHHIX TOTO 4Yacy, BIEpIle BIAKPUIM yuTadam iMm’st Banepis ['era-
msHa. Takumu € crarTi P. Bponasko [1], B. Binencwkoro [3], M. I'ynumu [9, 12],
C. Ky3nenonoi [25].

[Tepmroro mpodeciiinoro crpoOor0 aHai3y TBOPUOCTI XYJAOKHHUKA CTAJIO JI0-

CIIJIPKEHHs YKpaiHchbkux muctenrBo3HaBliB O. Tapacenko Ta I IlanbkiB [38].



B cBoiit po60Ti BoHM MEepBUHHO KJIacU(IKyBalu TOCTYHY XyJIOXKHIO CIIaIIIUHY
['eramsina, cxeMaTHYHO HaMITUJIM OCHOBHI T€MH HOTO TBOPYOCTI, J1alid 3arajJbHUM
OTHC KIJTbKOX BEJIMKUX POOIT Ta TPOXU BUCBITIWIIM MUTAHHS aBTOPCHKOT MaHEPH.

B Tomy x 2001 poui 3aBasku iHiliaTuBi cuHa Banepis ['eramsina, ckyib-
nTopa i apxitekropa Onekcannpa (Anuka) [eramsina, a Takox 3aBISKH JIOTO-
MO31 YKpalHCbKHMX MHUCTELTBO3HABLIB Ta XYJO0KHHUKIB BinOysacs nepiua mnep-
COHaJbHA BHUCTaBKa XUBONUCY U rpadiku Banepis ['eramsna. OgnouacHo OyB
BUJIAaHUH NepIINi KaTtaior BUOpaHux pooit mutus [38].

binem moBHMil karanor OyB BumaHuii 3romom, y 2007 pomi [10, 36]. B
HbOMY MicTHJIacs 1H(opMallis K npo pobdotu xynoxkHuka Banepis ['eramsna,
Tak 1 mpo pobotu oro cuna Onekcannpa ['eramsana. [{e BuganHs y3arajabHUIIO
JaH1 Mpo 000X aBTOPIB.

[Toganbmr 10ciiKEeHHS OXOIUTFOBANIM BCe O1IBII ITUPOKE KOJIO KYIbTYPO-
JIOTIYHHMX Ta MUCTEIITBO3HABYMX MUTaHb. 30Kkpema, I. [TaHpKiB BUBUAsIa KOMIIO-
3UIIIIO Ta MPOCTIp XyaokHIX pobiT Banepis ['eramsina [32]. Takox BoHa BBeJa B
HAyKOBHI1 00IT HOBE MOHSATTS «00pa3Ha reOMETpis» 1Ji1 BU3HAYEHHSI OCHOBHOTO
MPUHIIAITY KOMITO3HUIIIHHUX PillIeHb B poOOTax XyaoxkHuKa [33].

B 2018 porii Ha kadeapi MUCTEHITBO3HABYOT €KCIEPTU3HU [HCTUTYTY MpakK-
TUYHOI KyJIBTYpOJIOTii Ta apT-MeHekMeHTy HarioHansHOI akagemii KepiBHUX
KaJIp1B KyJBTYpH 1 MUCTEITB aBTOPOM OyJa 3axXuIlleHa Maricrepcbka podoTa Ha
TeMy «MOHYMEHTaJIbHICTh 1 IIUTICHA €QHICTh KoMmo3uilii Banepis ['eramsHa
(HayKOBUM KePIBHUK — KaHIMIaT MUCTEIITBO3HABCTBA, IOLIEHT, mpodecop Kade-
JIpY MUCTELTBO3HABYO1 ekcriepTu3u B. Muxanpuyk) [16].

TBopuicTh 1 ocobucticts Banepis I'eraMmsiHa TakoX 4acTo 3raayloThCs
B KOHTEKCT1 yKpaiHchbkoro HoHkoH(popmizmy O. Kortosoro [21], JI. CMmupHOIO
(MenBeneBoro) [27, 37]. BtiM, anaini3 ¢(akTosOriyHOro Marepialy, aHaji3 cro-
rajiiB OJU3bKUX JAPY3iB 1 KOJIET, a TAKOX BJIACHUX BHCIIOBIIFOBaHb XY/JI0KHHKA |9,
34, 70] cTaBisTh MiJl CyMHIB BUCHOBKH L10J10 TpUHajexHocTi Banepisa ['erams-
Ha JI0 cepenoBuIia HOHKOHGopMicTiB Onecu.

JetanbHi cnioraau npo nenarora Banepis ['eramsna myOniKyBaau TaKoX
HOTo y4HI pi3HUX NEPIoJiB, 1m0 cTaau Bimomumu: B. 3axapuenko [18], B. Kymmaua
[23, 24], C. JluxoB [26], O. Poiitoypa [34], B. Ps6uenko [35], }O. I'op6auos [43].
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OCHOBHUM JKepesioM HOBOI 1HGopMaIlii mpo XynoKHUKA, MPEICTaBICHOT
B JIaHOMY JIOCIIJIPKEHH1, € pOo31M(POBaHMI Ta MEepeKIaJeHUd Ha YKPaiHChKY i
pociiicbKy MOBH II0JIcHHHUK Banepis ['eramsina, a Takok apXiBHI JOKYMEHTH, K
ciMeitHoro 310paHHs, Tak 1 OQILiiiHI JOKYMEHTH, PO3LIyKaHi B PI3HOMaHITHUX
apxiBax Ykpainu ta Bipmenii. Ane B manepax HepiJIKO 3yCTPIYalOThCs HECTUKY-
BaHHs (paktonoriyHoro xapaktepy. [logiOne Oyno wactum sipuieM y 20-50-ti
poku XX CT. — JOKYMEHTH 3MIHIOBaJIM, KOPET'yBaIH, BIIHOBIIOBAIIN MICIIsl 3HU-
mieHHs. barato mie Hes’ scoBaHuX (DakTiB, HEMAJIO OMPOTECTOBAHUX B PE3yib-
TaTi BUBYCHHS apXiBHUX AaHuX. CKIaJHICTh BUKIMKAE i Te, 1m0 6araro iHdop-
Maillii 30cepePKeHO B apXiBax 3a KOPJOHOM, YacTHUHA 1H(POpMaLlll 3HAXOIUThCS
B Ogneci, e MpOXUB OUIBITY YaCTUHY KUTTS XYHOXKHUK, KOJIHM TIepeixaB Tyau
nicisg BIPMEHCHKOTO, MOCKOBCBKOTO, 0O1pOO0IIKaHCHKOTrO M MaXayKaJWHCHKOTO
nepioniB. HaBiTh aBTOpPChKi Ha3BHM 3HAKOBUX poOIT [eramsna 3Ha4YHO BiApi3HS-
I0THCS BIJl IPUMHATUX KPUTUKAMU MICIsl CMEPTI MUTILS BapiaHTiB. Pe3ynbraru
JOCIIKEHHS apX1BHUX JaHUX Ta MOJICHHUKA XyJO’)KHIKA 0araro 110 3MiHIOIOTh
y 3BUUHHUX YSBJICHHIX MPO HHOTO.

006’ exTOM nochiKeHHS € 6iorpadis, Xyq0XKHs i Tejaroriyia JisibHICTh
Banepis ['eramsina y KOHTEKCTI MUCTELITBO3HABYOTO AUCKYPCY KYJIbTYpPHO-1CTO-
PUYHOTO IMPOILIECY.

IIpeameToM focCiiIPKEHHS € KOHKpPETHI O1orpadiuHi GakTu, KOTp1 BILUIM-
Hyau Ha (opMyBaHHS 0coOucTOi mpodeciiiHoi MaHepu XyHOXKHUKA; XyIO0XKHI
3aco0u Ta menaroriyHi npuitomu Banepis I'eramsina, a Takox pecraBpaliiiHa,
aTpuOyIiifHa Ta eKCTIepTHA TPaKTUKA HOTO POOIT.

MeTa 1bOro JOCHIIKEHHS — BBEJACHHS B HAYKOBUU 00Ir YKpaiHCHKOTO
MHCTEITBO3HABCTBA iMeH1 Bainepis ['eramsna, iioro HeBijoMuX poOIT 1 menaa-
TOTTYHUX PO3p000K; aTpulyLid psiAy TBOPIB; CIPOCTYBAHHS YUCIEHHUX Mi(iB,
10 CKJIAJIMCS HAaBKOJIO IMEH1 XyI0KHHUKA.

Peamnizaiis nmocrasiaeHoi MeTH 0OyMOBHUJIAa HEOOXI1IHICTh BUPIIIEHHS Ha-
CTYIHUX 3aBJaHb: BUSHAYUTH CTAH HAyKOBOT PO3POOKU TeMHU MOHOTpadidHOTO
CTYA1IOBaHHS Ta MPOaHaII3yBaTH YKPAIHCHKY 1 3apyOlkHY icTopiorpadito TBOp-
YOro HUISIXY XYIO)KHHKA; BUSIBUTH Ta JOCIIIUTU JHKepeabHy 0a3y; OKpeCIuTH

METOJIM JOCHIKEHHS; po3IHUpPyBaTH, NEPEKIACTH HA POCIMCHKY/YKPaiHChKY



MOBHU Ta BUJATH ocobucTuii moaeHHuk B. ['eramsna; BuBunTH TBOpUY Oiorpa-
¢1r0 MUTLA; OOIPYHTYBAaTH CBITODISAHO-PLIOCO(CHKI 3acaau 00pa3HOi MOBH
XyJIO)KHUKA; 3’5ICYyBaTH MaTepiajio-TEXHOJOTIYHY CKJIAJ0OBY TBOPUYOCTI XYHIOXK-
HUKa; 31MCHUTH aHaNli3 MeJaroriyHoi NpakTUKW XYJOXKHHUKA; MpoaHaji3yBaTH
Ta CHUCTEMaTU3yBaTH MaM ATKUA Ta 00’ €KTU KyJIbTypPHO-MHUCTEIBKOI CIaIUHH;
PO3MIISIHYTH MPAKTUYHI MPOOIEMH, KOTPI € HACIIIKOM HEJIOCTaTHHOTO BUBYCHHS
1HTeNeKTyalbHO1 criaamuHu B. 'eramsina.

BukopuctoByBaiucsi K 3araJbHOHAyKOBl1, TakK 1 BYy3bKOHaIpaBi€HI
METOM JIOCIIIKeHHS. 3aralibHUMU € METOAN OpMaJIbHOT JIOT1KH (aHasi3, CUH-
Te3, IHAYKIISA 1 JeTYKI[is), KpIM TOTO, CHCTEMHUM MiAX1] Ta y3arajdbHeHHs. [
OTpUMaHHS BUXIJIHUX JaHUX BUKOPHUCTOBYBABCS ICTOPUYHO-TIOPIBHUIBHUN Me-
ToA. AHaN3 1HGOPMAIIHHOTO MOJIs, OB’ I3aHOT0 3 TEMOIO JOCIIIKeHHS, TIPO-
BOJIMBCA 32 JJOMIOMOTOIO OMKCOBOTO Ta MOPIBHSUIBHOTO MeToniB. PecTaBpairiii-
Ha, aTpuOyIliifiHa Ta eKCIIepTHA MPAKTUKA BUMarajia 3aCTOCYBaHHsI clieliadbHUX
npuiiomiB. BuxinHi maHi qjs pobotu Oyiau OTpUMaHI METOJAMH Bi3yallbHUX
CIOCTEPE)KEHb, BUMIPIOBaHHAM (DI3UUHHUX pO3MIpiB 00’ €KTIB, METOAAMU POTO- 1
Makpo-(porodikcanii. Kpim Toro, BUKOPpUCTOBYBaIUCSI METOAN ONITUYHOI M LU (-
POBOi MIKPOCKOIIii, CIIOCTEPEKEHHS B iIHPpauepBoOHOMY Ta yIbTPadi0JIETOBOMY
CIIEKTPi, METO BiAOOPY MPOoO OCHOBH XYIIOXKHIX TBOPIB Ta BinOopy mpod dap-
6oBoro mapy. Juist crabinizaiii crany XyJd0XKHIX poOIT 3aCTOCOBYBAJIUCS METO-
JI1 TIPEBEHTUBHOI pecTaBparlii. s TBOpiB, KOTPi OTpUMANH TOIIKOIKCHHS B
pe3yabTari HenpodeciitHoro 30epirants, Oyau po3poOsieHi i 3aCTOCOBaHI Me-
TOJIUKH 0 YCYHEHHIO JiedopMalliii Ta yKpIMIeHHIO OCHOB Ta (apOoBOTro mapy
aBTOPCBHKOTO XKHUBOMHCY. BCl nociiikyBani TBOpU OyiM MiJiJaHI KOMIUIEKCHIM
KOHCepBallii.

TeopeTnyHa i NpaKTHYHA 3HAYUMICTH IIHOTO TOCITIIKCHHS MOJISITAE B
MOKJIUBOCTI BUKOPUCTAHHS MOTO pe3ybTaTiB SK ISl HACTYITHUX TEOPETUUHUX
MUCTELTBO3HABUYMX JOCHIKEHb, TaK 1 JJIsl 3aCTOCYBaHHS B MPAKTHULI 00ITY TBO-
piB Banepis ['eramsina Ha pUHKY MpeMeTiB MUCTenTBa. Pe3ynbTaTu 10CiiKeH-
Hs OylyTh KOPHUCHI B MPOLECI MIATOTOBKUA NpodecioHaliB-MUCTEITBO3HABIIIB,
€KCIIepTiB, OIIHIOBAYiB, Y BUKJIaJaHHI HABYAIBHUX KYPCIB 3 1CTOPii MUCTEIITBA

XX cT., B HAyKOBO-AOCJ1IHI! pOOOTi CTYJEHTIB.
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PO3ALJ 1. BUTOKM ®OPMYBAHHS TBOPYOI CBIJJOMOCTI
B. T'ETAMAHA

1.1. ErannicTs 6iorpadii Xyq0KHUKA.

TBopuy nroauHy GopMyrOTh ernoxa it 0COOUCTOCTI, 3 IKUMHU BOHA KOHTaK-
TY€ — BOHH BXOJIATH B KHUTTS XyJO’)KHUKA Ta HEOJMIHHO 3QJIMIIIAIOTh CBIH CIIi/T HE
Juiie B HOro JI0M1, XapakTepi, ajie i B Horo TBOpax.

Banepiii (Banik) I'eramsia (moa. 1) HapoauBces B TepioJ] CEPHO3HUX TOJI1-
TUYHUX 1 COLIAJIIBHUX 3MiH. BipMeHisl BTpaTuiia nepury He3ajdexHICTh 1y 1922
poti yBidma no ckiany CPCP y dopmi 3akaBkasbkoi Corianictuunoi defe-
patuBHOi PecnyOiniku. Po3noyaBcs 1ie oguH CynepeuanBUil eTan BIpMEHCHKOI
ictopii. 3 omHOTO OOKY, MIIIOB IHTEHCUBHUN MTPOMUCIOBUN Ta HAYKOBO-KYJIBTYP-
HUW PO3BUTOK KpaiHW, ajie 3 1HIIOIO — LEel pO3BUTOK B1AOYyBaBCA JIUIIE Y BY-
3bKMX paMKax HOBOI paastHChKOi izieosorii. [1]o sk cTocyeTbcsi HalllOHAJIBHOTO
pEHEeCcaHCy, TO U1 BIPMEHChKHUX 1HTEJIIN€HTIB BIH TPariyHo 3aBEPLIMBCS B TPU/I-
IAT1 POKH.

XynoKHUK NPUUIIOB Yy CBIT B ['apHI — CTapOBUHHOMY, 3HAKOBOMY IS
icropii Bipmenii micii, Henonainik Bix €pesany. lle Bigdymocs B 1925 porii.
[Hpopmalis Mpo MOXOMKEHHS XyJAOKHUKA OOMEXeHa, aje JqyKe IHTpUryroyJa.
barpko xynoxxuuka, ApyTioH (ATTi, ATTe, ATTa) XaHarsH, 3riIHO 3 apXiBHUMH
nokymeHntamu [39, 46], OyB napcoMm — ipaHCbKUM XpUCTHSIHUHOM 3 Terepany. B
1924 poui ioro Briepiie apemTyBaiu (A01. 2), IHKPUMIHYIOUYH y4acTh y Tpymo-
BOMY BOMBCTBI JIOSIZIBHOTO 10 OUIBIIIOBUKIB CBSIIIIEHHUKA. 3BUHYBau€HHS OYyJ10
HACTUIbKK aOCypIHHUM 1 MOTaHO MIArOTOBJIEHUM, 0 XaHarsHa BUIIpaBIaju.
Opnak, y 1928 poui BiH OyB MOBTOPHO apelITOBaHUM 1 3aciaHuid 10 Cubipy Ha
TPU POKHU HIOMTO 32 y4acTh y Mi1UHINA aHTUpAISHCHKIN opranizatii. [Ticus 3a-
KIHYEHHS CTPOKY NTOKapaHHs oMy OyB 3a00pOHEHMI B’13/1 Ha OaThKIBIIMHY 1€
Ha 11’ sTh pokiB. BTiM, y TpaBHi 1934 poky oMy Bce %k J103BOJIMIIA TOBEPHYTUCS
13 3acnanss. B 1937 poui, y po3nan cTajalHChKUX pernpeciii, ATTI 3HOBY 3aape-
mTyBaiu. He3zabapom micis bOTo HOro KUTTS 001pBajocs — 3a BUPOKOM Tpiii-
ku HKBC Bin OyB poscTpinsauii [47, 48], yci BIIOMOCTI PO JOJIKO CTPAYECHOTO

Oynu 3acekpedeHi. J[BaasaTh poKiB MOTOMY Y BiANIOB1Ab Ha 3aMUT OJM3bKUX OyB



HaJicIaHuil GIKTUBHUN OKYMEHT TIpo Te, M0 ATTI XaHarsH 3acy/KeHUH 10
10 pokiB yB’A3HEHHS 1 MOMEP BiJ XBOPOOM MO MICLIO B11I0yBaHHS MOKapaHHS
y 1943 pomi. Jlume 3apa3 Bmanocs po3miykatu OCOOUCTY CIpaBy Oarbka Xy-
JO’KHUKA Ta 06€3J114 OI0pOKpaTUYHUX JOBIOK, SIKUMHU OOMIHIOBAJIUCS PaAsSHCHKI
CUJIOBI CTPYKTYPH, 1 HApelITi 3’ sICyBaTH HOTO JOJIIO.

Martu xynoxxHuka, Bapcenik, moxoauia 31 CTApOBUHHOIO KapabaxchKoro
KHSI31BCBKOTO POJy, sk Ha modarky XIX cT. ocenuBcs B okonuisix €pesa-
Hy [52-54]. Hdin no matepi, I'eram Tep-Menikcumian (npedikec «Tep» mo3Ha-
yae Hallajka CBSIICHUKA, Mpedike «Mek» BKazye Ha ABOPSHCHKE MTOXOKECH-
Hs) — HeaOusika 0COOUCTICTD, 110 3aJUIIWIA 3HAUHUHN ciia B icTopii ['apHi Ta
€peBany, OMH 3 HaWOUIBII MTAHOBAHUX KUTEINIB ['apHi, aKuii HEMano 3poOuB
11t rpoManu [55—65]. FOpuct 3a ocBiTOMO, BiH IOKJIaB Oarato 3ycuiib abu mpu-
€IHATH JI0 BJIACHOCTI rpoMaau ['apHi BeIuKi 3eMebHI CLIbCHKOTOCIOAAPChHKI
yriaas. | ceorogni B I'apHi 6115 xpamy XII c¢T. MokHA TOOAYUTH BUTOHUYECHUI
Haarpo6ok Ha moruii ['erama Tep-Memnikcuitiana (moxn. 3).

bararo pokiB mOTOMy B UHCIIEHHUX aBTOO10rpadisax, KOTPi MOCTIIHO He-
00x171HO OyJIO MHCaTH MpaloYlid paasHChKiN MoauHi, Banepiit ['eramsin Hi-
YOro He BKa3yBaB PO CBOIO CIM 10, JUII CKPOMHO (hOPMYJTIOBAaB: «HAPOAMBCSA B
ciM’1 ciry00BIiBY [49, 70] (moa. 4). B xogHoMy odimiiHOMY YM 0COOHCTOMY
JIOKYMEHTI 3 BEJIMKOTO CIMEMHOT0 apXiBy HeMae 1HpopMallii mpo 6aTbKa Xya0xk-
HuKa. HaBiTh Ha cTOpiHKaX IIOJIGHHHUKA | eraMsiH >KOTHOTO pa3y He 3rajye Mmpo
HbOTr0. FIMOBipHO, TOMY, 1110 GYB HAATO MaJMM, KOJIU BOCTAHHE OauyuB GaThKa, i
Maif>ke He 1am’siTaB horo.

BuHukae nmuTaHHsg, YoMy MaiicTep BIJOMUI HHUHI caMe siK leramsiH, a He
XanarsH uu Tep-Menikcuiian? [{o peui, mikaBuii acriekt: Ha moyatky 2000-x po-
KiB CHH XyJOXXHWKA, CKYJIBITOp 1 au3aitHep Anwk leraMsH, BBakaB 3a Kparie
npeacTaBiasaTucs came sk Tep-Menikcurian [10]. MoximBo, 3asBH TIPO apuCTO-
KpaTUYHE MMOXOKCHHS — II€ IEMOHCTpAIlisl eKCIIEHTPUIHOCTI TBOPYOi JIFOIMHH,
a00, 1110 OUTBIIT IMOBIPHO, Oa’KaHHS MTOBEPHYTH COO1 CITPABXKHIO ICTOPIIO POJUHHU.

Binoma Bepcis mosiBu npi3Buia [ eraMsH CBIIUUTH, 1110 B 3B’ SI3KY 3 perpe-
ciaMu OaTbKa BHUPIIIEHO OyJI0 3MIHWUTH MpIi3BUINA JiTeH, abu HE MPUBEPTATH B

MaiiOyTHbOMY MWJIbHY YBary 3 OOKYy «KOMIIETEHTHHX OpraHiB». TakuM YUHOM,
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Banik orpumMaB MeTpuKy, B KOTPiil MOro Mpi3BUILEM BKa3yBajoCs MOXIJIHE BiJ
iMeH1 aiga — leramsH. Mix 1HIIUM, Tpagullis JaBaTu JITSM Mpi3BUILE, YTBO-
peHe BiJ iMeHl Jifa, Oyia po3noBciomkeHa y Bipmenii ax no cepeaunu XX CT.
30epekeHe CBIIOLUTBO PO HapomkeHHs Baiika I'eramsina Oyio BUjaHe JIMIIIE
B 1953 porii, B HbOMy MiCTUTBhCS 1H(}OpMaIis Tpo 000X OaThKIB Ha MPI3BUIIIE
«I'eramsin» [77]. Lleit TOKyMEHT Ma€ MOMITKY «B1JIHOBJIEHO», TOOTO B OpUTIHAJI
CB1JIOLITBA, IIBUIIIIE 32 BCe, Oyina Bka3aHa iHIIa iHdopmarris.

3araJkoBOIO € U /1aTa MosBM Ha cBIT Banepis ['eramsna. Y BIAHOBIEHOMY
CBIJIOITBI TIPO HAPOKEHHS Ta 1HIIMX JOKyMeHTax dirypye 1925 pik, 6e3 KoH-
KpPETHOIO unciia Ta micsis. JIuiie oguH pa3 cam XyJI0KHHUK y aBTooiorpadii Bka-
3ye 7 xBiTHA. OnHak B apxiBax €peBaHy, B ClMCKax HapomkeHux y 1925 porri
Banik T'eramsiH He 3HauuThCs. bisbilie TOro, B Ooro BiJTHOBJIEHOMY CBI1JIOITBI
PO HApOJKEHHs 0aThkOM BKazaHui ApyTioH CapkicoBud, a He ApyTioH OraHe-
COBHUY, 32 KOTPOTO BUMIILIA 3aMiXK MaMa XyaoxHUKa, Bapcenik ['eramiBHa [51].
Brim, octanHi# (axT nuie miaTBepHKY€E BEPCitO PO Te, M0 AUTHHY TaKUM YH-
HOM yOe3neuyBajil Ha MallOyTHE BiJl JOKYMEHTAJIBHOTO 3B 3Ky 3 PEIIPECOBAHUM.

B 1928 pomi cim’s nepeixana no €pesany [70]. Ilicasa 3arubemni cectpu
(m1BUMHKA BTOHYJA, BIIABIIM 3 JepeBa y KaHal 3 MUTHOK BOJ010) Banik 3anu-
IIUBCS €TMHOIO JUTUHOIO B ¢iM’i. € CBiueHHS, 110 BiH OyB JIyKe 00/1apoBaHUMA
MY3HYHO, 3 33JI0BOJIEHHSIM I'paB Ha ca3i Ta HaBiTh NpoOyBaB ceOe B HaIKCaH-
HI MY3UKH, MPIIOYM CTaTH KOMIIO3UTOpPOM. B poaumHi moOyTye mepekas, 1o B
nomi Tep-MenikcuuianiB My3uky Banika modyB Ta BUCOKO OL[IHMB KOMIIO3UTOP
Apam XagaTypsiH.

B 1940 poui mianiTOK 3aKiHYMB €PEBAHCHKY CEMHUPIUKY i BCTYNHUB 0
XyIOXKHBOTO y4uiuia. B octaHHiN pik HaBYaHHS BiH MOYaB BECTU CBOEPII-
HUW IOJCHHUK, B SKOMY HOTYBaB CBOi PO3AyMH IMPO MHCTENTBO, iCTOPitO,
npupony [71].

JluBHO, ajie B IIOJIGHHUKY HEMAa€ >KOJHOI 3TaJIKu Mpo BiHHY, TOOTO YHC-
JIEHH1 1CTOPUYHI JIOBIIKK MPO OUTBU MUHYJIHMX CTOJITh € B IOCTATKY, ajie Mpo
BI{HY MOpYyY — KOJTHOTO CJIOBA.

Muna Jlpyra ceitoBa. BicimraaisaTs [eraMsiHy BUMOBHMIOCS B 11 po3mal,

y 1943 poui. Pagsincbka apmist Heclia KaTacTpo(iuyHl BTpAaTH 0COOMCTOrO CKJia-



ny Ha pponTax. 3 xoBTHS 1942 poxy nisiB Hakaz Haponnoro komicapa o6opoHu
CPCP, B skOMy MICTHIMCS 3HAYHO CIPOIIEHI HACTAHOBH 3 BU3HAYCHHS MTPHIAT-
HOCTI1 710 BIMCBKOBOT CTy>kOH. [HIITMMH ciioBaMu, MOO1TI3yBalid ycix 6€3 po30o0-
py. Banepis ['eramsina naneBHe Mmycuiu npusBaTi. OHaK, B HOTO apxiBi 30eper-
J0cs 0E3CTPOKOBE CBIJIOITBO MPO 3BIILHEHHS Bij BIHCHKOBOTO 3000B’S3aHHS
[78]. B ubOMy JOKYMEHTI MiACTABOIO AJISI TAKOTO PIIIEHHS BKa3aHo «Ip. I, cT. 8
pOo3KJIay XBopoO», To0TO I'eraMsH oTpuMaB 3BITbHEHHS 32 CTAHOM 370pPOB’S.
OCKUIBKM HISIKMX CBIAYE€Hb CYYaCHHKIB MPO IOHAIBKY XBOPOOIUBICTD Xy10KHU-
Ka HEMae, To, HMOBIPHO, JOKYMEHT HE BIJIIMOBIIaB JIMCHOCTI: OIU3BKI 3pOOHIIH
BCe, 11100 BOeperTv Haka Bij PpoHTY. 3aUIIAETHCS 3arajikor, XTo OyB MOro
MOKPOBUTEJIEM 1 3MIT OPOPMUTH 3BUIHLHEHHS BiJl CITYKOU.

3arajom mnepioj TPUALSITUX-COPOKOBUX POKIB y Olorpadii Banepisa I'e-
raMsiHa BKpaii 3armytanuid. [1ig yac mociiakeHHs BAagocs po3lrykaTu 6arato
HEBIJJOMUX J0C1 JOKYMEHTIB. JledKi 3 HUX oApa3y 3arHaju B KyT, OCKUIbKH B
HUX MICTUThCA cynepewinBa iHdopMmairia. Tak, Hanmpukiam, icTopis 3 mpi3-
BHILIEM, 1M IM Ta M0-0aThbKOB1 XyHoXKHHKA. Toro  mopsaky odiuiiiHi A0Ky-
MeHTH 3 ¢oTo npubauzHo ogHoro nepioay (mou. 1940-x pp.) [lepBuHHUMIt or-
Js1 TIacmopTa Ta CBIAOITBA MPO 3BUILHEHHS BiJl BIHCHKOBOTO 3000B’sS3aHHS
BUKJIMKAB 3JJMBYBaHHs: Ha (poTo, 3maBanocs, 300paxkeH1 30BCIM pi3HI MOJIOI
monu. BinnpaubsoByBanacsi HaBITh BepCis MPoO Te, M0 JIOJINHA, IKY 3HAJU, K
Banepis ApytionoBuya ['eramsina, Oyna 30BciM He HUM. JloBenocs 3BEpHYTUCS
3a IHCTpYMEHTapieM 10 KpUMiIHAIICTUKU. ByB 3acTocoBaHu METOI TOPTPET-
HOI 11eHTUdIKaIlll, a caMe, TOCI1IOBHUM MOPIBHSJIbHUN aHaJ13 P13HOYACOBUX
¢oTo3HIMKIB ['eramsHa, a TakoX MOPIBHSHHS iX 3 TpbOMa pO3IIyKaHUMH (Po-
To3HIMKaMu ATTi XaHarsHa. 3penTow Oyjau OTpUMaHi MiATBEPKEHHS TOTO,
10 HACTIJbKH BIJIMIHHO Ha (pOTOKAapTKaxX BUIIIsAajia OJHA i Ta cama JIoJIuHa —
Banik ['eramsm.

VY monenHuky Banik nuie Kigbka pasiB 3raaye cBoro marip: «Ilomupae
Most MaMa. [lounmHaeThCcs cTpantHuil Micsib. MeHi 31aBaiocs, 110 s TPOXKUBY 3
Hero 1ty BiuHICTHY [9, c. 60]. Cyciau Tep-MenikcuiianiB B ['apHi 3rajayrorsb,
o BapceHik momepiia 10CUTh paHo BiJ TyOEpPKYJIbO3y — «MOsl MaMa — I11e HeOe-

ca» [9, c. 83]. Touna gaTa cMepTi MOKHK HE BiJIOMA.
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['eraMsiH TMIIIe TakoX MPO CBOIO TITKY 1o matepi, Apyc [9, c. 69]. Kon-
TEKCT CBIIYUTH MPO Ty>KE TEIUIl CTOCYHKH 3 Hero. Cyas4u 3 yChOro, BOHA 3a1u-
nrvtacs kT B ['apHi 1 B ii 1oMi, BeTUKOMY cTapoBUHHOMY nomi Tep-Menikcu-
[1aH1B, XyJO’KHUK 3YITUHIBCS, MPUIDKIKAIOUM Ha J1TO 3 €peBany. Came B IbOMY
nomi roctioBaB 1 Maprupoc Cap’sin, konu BuizauB B ['apai Ha uienepu. Croau
* ['eramsiH yacoMm MoOBepPTAaBCS B IIICTAECATI Ta CIMJIECATI POKH.

Tpariuna ¢irypa 3 nutuHcTBa ['eramsana — 6abycs mo 0atbky: «Cepauto
TOPKA€EThCA CTIHU, B O4aX 3 SIBJISETHCS OJMCK, MOB y MEPIls, XOJOJHUM, HIOU
nomupae. b’e pykamu no Horax. ['ooBoro, Haue 6apabaHIIUK, 0’ €ThbCs 00 CTIHY,
pucH 00JIMYYS CTAIOTh MOXMYPUMH W HE3pO3yMUIUMHU...» [9, c. 75]. Moxnu-
BO, BOHA JIMCHO BTpaTUJia pO3yM Yepe3 Tpareito 3 CHHOM, O0aTbkoM Bamika. B
OyIb-SIKOMY pa3i COCTEPEKIUBICTh BPa3IUBOi Ta TOHKOI IUTHHH BIUTMHYJIA HA
il popmyBaHHS.

3 BIPMEHCBKOIO pifHEI0 ['eramMsiH miATpUMyBaB MUCbMOBUM 3B’SI30K, alie
B €peBani Ta ['apHi OyBaB 3pinka, Ta it 10 Onecu poauyiB 3arponryBaTy He TMo-
crimas. JKapTyrodu, TOBOPHB, IO SKIIO TBOIO aJIpeCy 3HAIOTH JBOE BipMEH, TO
3Hae ycs BipmeHnis, i 10 Tebe MOCTIMHO XTOCh MPHUi3AUTh. TBOpYA JIOAMHA HE
MaJja MOXJIMBOCTI «/IapEMHO» BUTpauaTH vac.

[Ticnst 3akiHdeHHs yuuiuiia ['eraMsH BCTYIUB 10 TITBKU-HO CTBOPEHOTO
€peBaHCHKOTO XyI0KHBOTO IHCTUTYTY (1945 p.), noTpanuBLIM 10 NEPIIOro Ha-
O6opy Ha (pakylIbTeT CTAHKOBOTO KUBOMUCY B MaiicTepHio Maptupoca Cap’sHa.
Banepito nomacTuio HaB4aTHCs HE JIMIIE Y HAPOIHOIO XYNOKHMKA, JIEKIIT i
IpaKkTUYHI 3aHATTA Y HhOTO Besin Apa bekapsin, Enyapn Icabexsn, Axon Komxo-
sH. OCTaHHIN CTIpaBWB 3HAYHUN BIUIMB Ha (POPMYBaHHS TEMATHYHUX KOMIIO3H-
i ['eramsna. [ilicHo, ekcpecisi, MparHeHHs 10 apXeTUITYHOCTI 00pa3y Ta re-
omeTpu3ailisi popMu — pUCH, CHIIbHI JJIs1 TBOPUYUX MOLTYKIB 000X Xy/T0KHUKIB.

B mepmomy HaGopi XymoXKHBOTO 1HCTUTYTY pa3oM 3 Banepiem ['erams-
HOM HaByaiucs MosoAl xyaoxHuku ['purop XanmxksH, Capkic Mypanss, ['y-
kac UyOapsiH, Apkaniii barmacapsin Ta 6araro iHmmx. Apam ATtasiH — 1€ OJIUH
cniBKypcHUK ['eramsiHa, 3rofioM peai3oBaHU XyIOKHHK, YaCTKOBO IOB’s3a-
Hul 3 Ykpainoto (OyB donoBikoMm Tetsinu Sl0noHchko1). Bin 3ramgye Banepis sik

IMPUEMHOTIO, aJIC BiI[CTOpOHeHOFO IOHaKa, 10 AKOT0O OY’KC ITOBUTHUBHO CTABUIIUCA



CTYICHTH Ta BUKJaJa4i iIHCTUTYTY. Konu yepe3 6araTto pokiB BOHU 3yCTPLIUCS B
Opeci Ha BucrtaBui AtasHa, To ['eramsn OyB Bce TaKUM K€ BIICTOPOHEHUM, aje
BKE TTIOMITHO CMYTHIIIIUM, XyJTOKHUKOM.

B 1950 poui I'eramsiH ycnilHoO 3aKIHYUB 1HCTUTYT, 3aXUCTUBLIN JUIIIOM-
Hy kKaptuny — «IlopTpeT apxiTekropa-akanemika A. TamansHa» [73]. Ha Toii
9ac BiH B3SIB y4acTh y KUJIBKOX CTYICHTCHKHUX BHCTaBKaX, Ha SKUX MPEICTaBUB
cepii mei3axiB Ta mopTpeTu. BiAryku mpo ioro TBOPUICTh OyiIM MO3UTUBHUMH,
MOJIOAUH XyIOKHUK OTpUMaB KiJIbKa peKoMeHAauli 1 BcTtyny a0 Crnuiku pa-
JISTHCHKUX XyJTOKHHUKIB BipMeHii BiJl BU3HaHUX MalcTpiB — Maptupoca Cap’aHa
[76], benu VYirna [82], Oraneca 3apaapsina [74], 'a6piens ['topmxksina [72]. B
Toil ke nepiof ['eramsn npairoBaB y XynoxkuboMy Gonai Bipmenii, e 3aBiay-
BaB NOPTpPETHUM LiexoM [70].

Kap’epa monomoro xymoskHuKa Wiia Bropy, Bke uepes pik Banepiit 'era-
MSIH TIepei3auTh KUTU 10 MocKkBH. B cTonull BiH Mpamioe cTapiiuM MaiCcTpoM
Ha KomOiHati 1eKopaTuBHO-TIPUKIIAAHOTO MHUCTEITBA, TOTIM TaM ke XyIOXKHU-
KOM-MOHYMEHTajicToM [65, 79]. 3aragoMm BiH NMpoBiB Yy MOCKBI TpoXu OiIbIIE
TPHOX POKIB i Jy’K€ NTMBHUM YUHOM, B OIMH MOMEHT, ONMHUBCS B bipoOimkaHi
Ha MOCaJll BUKJIa/laya pUCyHKa B MICLEBOMY XyAokHboMY yunnuuil. ITicas bipo-
01pxany Oyna Maxaukana, Tam ['eramsiH 3HOBY BUKJIJIa€ Ta 3aBiy€ HABYAIHHOIO
YacTUHOIO XyAoxkHbOro yumnuina. Ilicts pokis, kotpi ['eramsin nposiB B bipo-
01mkanl Ta Maxadkasi, 3BU4aifHO, Bij0Opa3miImcs Ha TBOPUYOMY IMOYEPKY. B Toi
yac BiH MHUCaB BEJIMKI peaicTU4Hi nopTpeTu (171., katan. HoMmep 53/c. 162, karar.
Homep 142/c. 162). 11i poGoTu cTBOpEeH1 B KIAaCHYHINA TEXHIIll IMOJIOTHO/Omis. IX
BUPI3HIIOTH BEJIMKI (popMaTH Ta IHTEHCUBHUI, X04a i 1e[0 ThMSIHUI, KOJIOPUT.

Ha mouarky 1960-x pokiB, pa3oM 3 TOMITHUMH 3MIHAMH B COI1aJIbHO-TIO-
JTITUYHOMY >KUTTI KpaiHU, 3MIHIOEThCS KUTTS W Banepia I'eramsina. Bnacny
ciM’to ['eramsiH CTBOPUB JIOCHTH Mi3HO 32 MIpKaMu PaAsSHCHKOI Tpamuilii. 3a
pPOKHM HOro I0HOCTI Y BipMeHii Ta poKH MOJIOIOCTI, KOTP1 MPOBIB B MaHJIpIBKax
no Coro3y, He 30eperiocs HISKUX JTOKYMEHTAJIbHUX 3rajloK Mpo Horo ocoou-
cTi IpUXMIBHOCTI. M caMm BiH B pO3MOBax 1110 TeMy 00XOIMB CTOpoHOI0. JInmie
OMM3bKOMY Ta, BBaXKail, €AMHOMY, JIPYTY, XyAOKHUKY BaneHTuHy 3axapueHKYy,

SAKOCh 3rajJlyBaB JUBHY ICTOPiIO0 HEPEaIi30BaHOTO CBATAHHS.
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B npyriii monoBusni 1940-x poxiB, IiJi 4ac HaBYaHHS B Xy/I0)KHbOMY 1HCTH-
TyTi, ['eraMsiH nucas: «...sKIIO 3HAWEThCS B MOEMY >KUTTI JK1HKa, JOpOra MeHi,
1 mouyto 3 ii ByCT mpoXaHHs, TO/1 5 3a0yay Bce: 1 COBICTh, 1 BCix!» [9, c. 146].
Taka KiHKa 3HaMNIACA, KOJIM XYIOXHUKY OyJ0 Jajieko 3a TpuausaTh. Ha Toii
Yyac BiH BUKJIAJaB Y XyJOXKHROMY yUMIUII Maxaukaiau i Ha BUCTaBIll CTY/ICHT-
ChbKHUX po0iT mo3HaioMmuBcs 3 bonecnaBoro MuxaitnoBcekoro (gox. 5). Edbextna
O1151BKa, 3a TUIIaKEeM — IIpsiMa IPOTHIICKHICTD KiHkam KaBkasy, Ha TO MOMEHT
Oyna ofipy>keHa 3 BiiCbKOBUM-apTuiaepucToM. Miciie 3yctpiui ['eramsina 3 maii-
OyTHBOIO IPY>KMHOIO HE BUMAJIKOBE — KOJIO il IHTEepeciB OyJIO JOCUTDH MIUPOKUM,
1 MHCTENITBO B HbOMY 3aiiMasio ocobnuBe Miciie. BoHa HaBuanacs B XyJ0KHbBO-
My YUIJIMIII Ha KepaMidyHOMY BiJJIUIeHH] (3apa3 — Onechke XyA0KHE YUUITHUIIE
iM. Mutpodana I'pekoBa). 3rogomM nepesesacs B IHIIWM HaBYAIbHUN 3aKJIa] Ta
oTpUMaJia JUILJIOM BHKJIaaa4da reorpadii (moa. 6).

36epernocs KiibKa TeJaerpaM Mo4yaTKOBOrO MEpiojy iX poMaHy, aHali3y-
I0YH 5IK1, MO’KHA CKJIACTH MOPTPET 3aKOXAHOTO XyJOKHUKA. BiH HamosermuBuii,
BUMOIJIMBUH Ta HaBITh ApaTiBiuBuii (n04. 7). « Tyra 3a HixkHicTiO. [IpyHU31UBA,
COJIOIKA, T4, IPO SIKY MPIiIOTh...» [9, ¢.68]. IMoBipHO, 115 Tyra Gyiia HACTINbKH
BeJIMKa, 10 OyKBajdbHO 3a pik Banepiit Ta boneciaBa kapauHaIbHO 3MIHUIN
CBOI KUTTS — CTaJiM MOJPY>KKAM Ta OaThbkamu. bonecnasa iHiliroBana nepeiza
I'eramsina 1o Onecu i mpoTIromM OUIBII HIXK TPUALSTH POKiB Oylia CynmyTHH-
eI XyJNOKHUKA. Yci 111 poku ['eraMsiH He MaB aH1 HaWMEHIIOTO MOHSTTS PO
oprasi3zailito nooyTy B iXHIH HEBEJIUKIA KBApTUPl. XyAOKHUK HE MaB OKPEMOi
MalCTEepHi, TOMy TBOPYICTIO BiH 3aiiMaBcsi ab0 B ayquTOpisx Xyarpady, 3aiu-
HIaI0YUCh TaM J0Mi3Ha, a00 Baoma [83]. ['eramsiH TskiB 10 BeMKUX (HOpPMATIB.
Sxmo npuMmimieHHss xyarpady T03BOJSIN MPAIOBATH 3 BEJIMKOPOPMATHUMHU
poboTaMH, TO MOMEIIKaHHS XYJAOKHHKa OyJ0 MaJIONPUCTOCOBaHE A0 mpode-
CIHHOI XyIOXKHBOI TisIbHOCTI. [IpoTe, MUTEIh OTHAKOBO 3HAXOAUB MOXKJIMBICTh
OPOAYKTUBHO TpaloBaTy BAoMa. [lo3asgk po3mMipyu HalOUIbIIMX KapTHUH Hepe-
BUIIYBAJIA PO3MIPH «pOOOUMX» CTIH HOTO KBAPTUPH, XyTOKHIUK BUHANUIIIOB Me-
TOJl (pparMeHTapHOI pOOOTH HAJ HUMH.

Ponuna xwuna Bkpait mpocTo, mpairoBaB oauH [ eramss. Jlumie 3piaka iforo

JIpyXKWHA TIo3yBaja Ha xyarpadi i oTpuMyBala 3a 11e CKpoMHy TuiarHio. Komeru



1o (aKyJIbTeTy BU3HAYAIH APYKUHY [ eramsiHa sik CroKiiftHy, BBIWIMBY Ta HECIIIIII-
HO-CTaTHY K1HKY. 3a ciioBaMu 31HU J{MuTpiBHU Bopucenko, BoHa «Hecia cedey.
Taxuit Tunax OyB ymobiaeHum y ['eramsina. B 0co61 boseciiaBu BiH 3HaWIIOB HE
JIMIIIE CYITy THUIIIO KUTTS Ta MaTip yIr00JIeHOTO CHHA, ajie il MOJIeb.

3 mouatky 1960-x pokiB ['eramsin cTBoproe Oe3niu xiHounux 00pa3iB. [le-
AKI — OPSAMOIIHIMHI OPTPEeTH IpykuHH (1., karan. Homep 50/c. 163, karai.
Homep 112/c. 204), iHmi — 3BeIeHI JO YMOBHOCTI 300paK€HHsI, ajie B HHUX
OJIHAKOBO JIETKO YUTAIOTHCS i1 pucu. [neanpHa mist ['eramsiHa »KiHO4Ya 30BHIII-
HICTh — 11€ IOCUTh KPYIIHI, ajie rapMOHiiHI ¢popmu, 6e3]0raHHa TOCTaBa, MIIlHI
M’s13u Ta BUpasHe ooauyusa. Came Takuii THHax [ eraMsiH BBakaB IPUBAOTMBUM
B KUTTI Ta BUPAa3HUM B MHUCTEIITBI, III0 BUIHO 1O oOpaszaM 3 OayieTHOi cepii
(i1., xaran. Homep 13/c. 171, karan. Homep 21/c. 171), yMOBHUM >KiHOYUM
300paxenHam (1., katan. Homep l/c. 166, karan. Homep 7/c. 167, xaran. Ho-
Mmep 130/c. 166), xxiHouum «HIO» B rpadiui (1., katan. Homep 320/c. 255, ka-
Tas. Homep 326/c. 255). [umi xxiHOYl TUIH TUTOOYIOBH BKpal PiAKICHI B HOTO
poboTax, SKIIO XYJOKHUK M 300paxae iX, TO 1€ 3aBXKIU OOYMOBJIEHE TEMOIKO
abo croxeToM (1J1., karan. Homep 23/c. 241, karan. Homep 156/c. 246).

Bapro 3a3HaunTH, 10 KIHOYI MOPTPETH y TBOpUOCTI ['eramsiHa ckopilie
HaraJayoTh KaHPOBI CIIEHHU, aHDK Oe3MocepeIHhO MOPTPEeTH. BuBUueHHs HaATYpH,
IICUXOJIOT11 Ta IHAMBIAYaIbHUX PUC — BCE 1€ 30epIraeThCs, MpoTe, HabyBae 30BCIM
1Hakmoro 3abapsieHHs. [IeBHO, piu y TiMm, 10 [eramsiH He po3misiae mopTpeToBa-
HUX SIK caMOoUIb. L[ 0cOOMMBICTh MPOCTEKYETHCS 1y peliTi 300paxeHsb. Jlroau-
Ha BUCTYTIA€ MICTKOM M1IX XYyJIOKHHUKOM Ta BcecBiToM. JlocmikeHHS HATYpH HE
PO3TIIAAETHCS K 3aBIAHHS JIJIs1 KOKHOTO OKpeMoro mosnotHa. Lle, ckopimi, oxHa 3
HEBUMOBHHX NOTped Mutiis. besnepepBHuii mianor 13 caMumM co0010, OTOUYIOUUM
CBITOM, PI3HOMaHITHUMH KYJIbTypPaMH, TEMEPIIIHIMU Ta MUHYJIUMHU.

MucrentBo Banepis ['eramsna Bijj3Hau€HE €KCIIPECIEI0 KOJIBOPY Ta Ma3-
Ky. Mloro TBOpaM HpuTaMaHHi KOMIO3MIIHHA Ta KOJOPUCTUYHA JOCKOHATICTb,
10 BUSIBJISIIOTHCS B TIO3UIIIOHYBaHHI KAPTUHU SIK CBOEPITHOTO MIKPOKOCMY, Bi-
JOKPEMJIEHOIO B1Jl peIlITH CBITY. UM TO >KaHPOBI CLIEHU, YU TO MOPTPETH, YU
HATIOPMOPTH, BOHU 30CEPEIKYIOTH Ha co01 BCIO yBary misigada. [lomorHa [era-

MsIHa, X04 siKi O HarajJbHi MUTAaHHS HE PO3KPUBAJIU, X0U K HE HAOIMKYBAJIUCH
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70 pearizaMy 3a MaHEPOI BUKOHAHHS Y JIO )KUTTEBOCTI 32 CBOEIO 171€€10, BOHU
BCE OJHO 3AJIMILAIOTHCA CAaMOCTIMHUM MapajieIbHUM BHUMIPOM, 1110 3al03UYUB
B1Jl AIWCHOCTI JIUIIIE TIEBHY 3HAKOBY CUCTEMY Ta MUCTEIITBO TapMOHIMHUX (HOpM.

I'eramsin qysxe n100UB JIT€H Ta TBAPHUH, 0COOIMBO KilIOK, OYKBaJIbHO PO3-
KBITaB, Koju O0auuB iX. [IpupomHicTh 1 Kpaca 0e3mocepeTHOCT] 3aBOPOKYBAIH
roro. He3Baxkarouu Ha 11e, BIH HIKOJIM HE MKUCAB H1 AiTeH, H1 TBapuH. Jluie pas
y BEJIMKUN HATIOPMOPT BiH BBIB 3aCTHUIIY, JIy’)KE€ €TMIIETCHKY 3a MOJEIIOBaH-
HAM Qopmu, Kiluky Mycro (1., katai. Homep 22/c. 191). Bce-Taku rojgoBHUM
00’exToM 1HTEepecy /uis [eramsina 3anumanacs aoauaa. Konu oro cuH Anuk
(1963-2015 pp.) miapic ta chopmyBaBcs, ['eramsn nouaB nucaru oro. Came
ANUK CcTaB MPOTOTUIIOM CHUMBOJIIYHOTO 00pa3y B «Xaukapi» (UJI., Karajl. HO-
mep 317/c. 230). Bxe micas cmepTi 6aTbKa BiH 3rajyBaB, sIK JOBro M (13UYHO
BHUCHAKJIMBO IIPOXOJIUIIM CEaHCH MO3YBaHHS.

[Ipupona nomapysana Anuky l'eraMsaHy Haa3BUYaiiHO BUpPA3HY YOJIOBIUY
30BHIIIHICTH. BiH OyB CTpyHKUM, TOHKOKOCTUM, O€3/I0TaHHO CKJIaJeHUM, Maii-
K€ TTOBHOIO MPOTHUJICIKHICTIO MPU3EMKYBATOTO MIITHOTO O0aThka (101. 8). Bin B
MOBHIM MIp1 YCB1JOMIIIOBAB BIacHY MPUBAOINBICTh. 3T0I0M, KOJIM CaM CTaB 3a-
AMaTucs TBOPUICTIO, BCUISKO IMIJIKPECTIOBAB ii, 3HIMAIOUKUCh B 00pa3i TO BUILY-
KaHOT'O PEHECAHCHOTO I0OHAaKa, TO MY>KHbOI'O MYCKYJIMCTOTO TBOPIIsl, HABMHCHE
aKIEeHTY0uH e(hekTHUI npodinb abo JKUCKyYil, HIOU 3aBUTI, Ky4depi.

XyoKHUK 3p00UB yce, 1100 HOro €AUHUN CUH OTPUMAB XYIO0XKHIO OCBITY.
ANk HaBYaBCS B IBOX BUIIUX HABYAIHHUX 3aKkianax Ha KaBkasi it orpuMaB 1Ba
JUIUIOMU: CKYJBIITOpa Ta apxiTekropa. Banepito 3axapueHKy XyAOXKHUK SKOCh
313HaBCH, 110 HE e Ha MEeHCio, adu MarepiajdbHO MiATpUMATH AJIMKA, TTOKU
TOH He 3700y/1e BUIILY OCBITY.

Banepiit ['eramsan — He 1EMOHCTPATUBHUNA THUI O0COOMCTOCTI, BIH JIFO/IH-
Ha OypXJMBHX BHYTpIIIHIX NepekuBaHb. Hiskux Bpaxkaroue-eKCIpeCUBHUX
BUMHKIB B OCOOMCTOMY KUTTI BIH HE 3/1iCHIOBaB. Yacom, nepeiiMarounch iMoro
XyJIO)KHBOIO aHAJIITHKOIO, B3aralii He 3p03yMUIO, sIK BiH 3yMiB CTBOPUTH POIU-
HY. 31a€ThCA, 0 WOro CIM’ €10 i JIF0OOB 10 OYB JKUBOMUC, a HE OJM3bKI JIOAU.
CmnBae B mam’sti dpasa 31 ctaporo mjojnenaunka: «Kamnb. Bxke He BinuyBaro

COJIOAKY OOIUAHKY Jt000BI» [9, €.68] — x0oua HamucaB i1 XyJA0XKHUK, aBTOPOM



IITKOM Moryia OyTu Horo npyxkuHa. bonecnaBa Oyrna I1iKaBOIO OCOOHCTICTIO,
3aXOIUIUBOIO ¥ IIMPOKO MUCIISIYOI0, J0OMIa YUTAaTH, 000KHIOBAIa BiJIBiTyBa-
TH PI3HOMAaHITHI JIEKIii, BUCTaBKU. BoHa Oyna BererapiaHkolO Ta MepeKoHa a
YOJIOBIKa B HEOOXIJHOCTI CIIJIKYBaTH 3a XapuyBaHHSM, 3a 3J0pOB’SIM B IILJIO-
my. lllogeHHO XyTOKHUK 3aiiMaBCsi TIMHACTUKOIO0, BUKOPHUCTOBYIOYHM BEJIMYE3HI
rupi, K1 30epiranucs Ha OankoHi. BiH OyB nepekoHaHuUM, 1110 Mil[HI pyKH — TO-
JIOBHUM 1HCTPYMEHT XyJOKHHKA. Y CIMEIHOMY apXiBi € Jekiiabka ¢ororpadii,
Ha KOTpHUX 300pakeHunil bokcyrounii Banepiii I'eramsn (goa. 9).

CBostuka Xy10)KHUKA 3rajye, K BiH 1HO/1 XOAUB Ha JIaH)KepOH, MPUXOTHB-
M 3 co0010 abOOM, 3 IKUM HIKOJIM HE po3iiydaBcs. Ha crapomy ranacimBomy
0JIeChKOMY TUISIK1 BIH CIIOCTEPIraB JIIOJEH, BIIITYKOBYIOUH SICKpaBi XapaKTepHi
TUIAXK1, 100 BUKOPUCTATH iX B CBOIX TEMAaTUYHUX KOMITO3ZHIIISX.

[Ticns Bigxony npyxxkunu B 1997 poui Banepiii ['eramsin octaTouHo npu-
ITMHUB i 6e3 TOro 0GMesKeHe CIIiIKyBaHHS i3 30BHiIIHIM cBiToM. MIMOBipHO, BiH
iioro He moTpeOyBaB, aJKe JTaBHO KUB y CBOEMY BilacHOMY. Banentun 3axap-
YEHKO 3rajlye€, 110 4acoM, MPOCTYIOYH Ha pOOOTY, MPOXOJAUB IMOB3 /IiM, Y IKOMY
*uB 'eramsH. BiH GauuB XyJO)KHHKA, IO CUIIB Ha OalKOHI. 3yNHUHSBCS, Bi-
TaBCsl 1 )KECTOM MPOCUB I03BOIY MiAHITHCS A0 HHOTO. ['eramsiH jeap mMOMITHO,
B1JIMOBJISIFOYH, TOMIaB TOJIOBOIO ¥ HA MPOIIaHHSA POOUB JIETKUI TTOMaX PYKOIO,
MPOJIOBXKYIOYHM HEMOPYIIHO CHIITH B MPOMEHSIX COHIIS, — CMANISIBUMA J0 YOp-
HOTH CTapHuid, 3 O1JJOCHIXKHOIO IITAITKOI0 BOJOCCS Ta OOPOI0k0. 3aXapueHKO J0Ci
KaJKye Mpo Te, [0 TaK 1 HE HABAXKWBCS CIHUTATH JO3BOJY HAIMKCATH MOPTPET
Mmarictpa. Ha ocTaHHiX cTopiHKax cBOTo moaeHHuka Banepiit ['eramsiH 3amu-

muB psiaku: «L{e¥ cBIT MOKUAAIOTh 1 TBOPIIL, 1 )KIHKH, 1 TI000B...» [9, c. 147]

1.2. CTaHOBJIEHHS €CTETUYHOI MTAPAJIUTMHU MalCTpa.

B ocobucTomy apxiBi XyIoKHHKA 30€periocs T0CUTh OaraTto JOKYMEHTIB.
binbmioro Miporo 1€ pyKONHMCHI Marepiajid — pI3HOMaHITHI 3asiBU, MPOTOKOJIH,
BUIIMCKH, IPOrPaMH TOLIO0, OaraTopa3oBo KoMiiioBaHi Ta pefaroBaHi caMUM aB-
TOpOM Ui OQIMIHHUX aKaJeMIYHUX LUICH. AJie MOIYKH B LHUX ropax narepis

HEOYiKYBaHO IOJapyBaJii I[IHHI XPOHOJOTIYHI JaHl s aTpuOyIii OGaraTbox
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poOIT. 3aBIIKKM 0COOMCTOMY apXiBy XyJOKHHMKA CTaJIU BiJJOMi1 aBTOPCHKI Ha3BU
KapTUH Ta NPOSCHWINCS TyMaHHI MOMEHTH Horo O61orpadii, Hexall 1 He BCl.

[Ilonennuk Banepis ['eramsina, koTpuii BiH BiB mounHawouu 3 1944 poky, —
OJIMH 3 paHHIX, NPH LOMY, BBakKail, HAW3HAYHIIIUN PYKONMUCHUN TOKYMEHT
[9, 71]. Came B HbOMY MICTUTBCS KJIIOY JI0 PO3YMIHHS XYIOKHBOTO KOHIIETITY
['eramsina. He3BUYHO Ta HAaBITh TPOXM JISKAE, 1110 JIOAUHA B A€B’ ATHAALSATH PO-
KiB, JI€JIb BUMIIIOBIIY 3 JUTUHCTBA, MOYKE€ ITOCTAaBUTH COOI1 I[IJII B MUCTEITBI
OMMUCATU XYJ0KHI METOJM HA HACTYIHI I1’ATAECAT I’ SITh POKIB, OlJIbIlIE TOTO —
peanizyBati ix. M yepes miBBiKy HOro Iijli He BHAAIOTHCS «IUTSYAMM» Ta He
noTpeOyIOTh HISIKUX KOPUTYBaHb «3 BUCOTH MPOKUTHUX JIT». SIK Tak MOIJIO Tpa-
nutucsa? OcobucTicTs He po3BuBanacsa? [nei He 3MiHIOBaIM OJIHA OAHY? XyTI0XK-
HUK HE €BOJIOLIIOHYBaB? MaliCTepHICTh HE BIATOUYBaJIacs 3 pOKAMU Ta JOCBI-
nom? I tak, 1 Hi. 3miHIOBaBCS. Po3BHBaBCs. AJe Juie B paMKax CBO€EI CUCTEMH
IIHHOCTEM.

Banepiit ['eramsin — niynicHuit Ta cTabIIbHUM Y CBOEMY CHPUNHATTI CBi-
Ty XyIO:)KHUK. B HbOMy Hemae MeTaHb, TEp3aHb, aMOIBaJIEHTHOCTI, TaK MpUTa-
MaHHHUX XyJOKHbOMY CEpeJOBUINY. BiH MOHONITHUI Ta HEMOPYIIHUH, K TOPH
Bipmenii. Jlo peui, nieit oOpa3 — ropu, ckejii, KaMEHIO — MOCTIHHO (Irypye B
Horo moacHHNKY. BusHaueHHS «KaM’sTHUM» OJWH 3 HaO1IbII YaCTO BXKMBAHUX
XyJIO)KHUKOM €MiTeTiB. MOXIMBO 3BIJICH CKYJIBITYPHICTh, CTATHKA MOTO KUBO-
nucy Ta, 0cobnuBo, rpadiku. [IeBHA «CKENMACTICTE» MPOCTEKYETHCA Y MOJICITIO-
BaHHI1 Jiparnepiil Ta moOy10B1 JIOACHKUX MOCTaB, aX J0 KIHYMKIB MaJbIliB.

MucreHHst MOHYMEHTaJIICTa BIJICIKAE yCce IPYTOpsiAHe: MPUKPAIIaHHs 1 Me-
TYLUIMBY A€Tani3aliio 300pakeHHs. 3aJIMIIAEThCS JIMIIE CYyTh, KOHUEHTPOBaHA
171es1, KOTpa HACTIILKU YMCTa, 10 HE MoTpedye Oubiie peamictuuHocTi: «[Ipu-
POIHICTb, TPUPOIHICTh, HACKUIBKHU KATIOTIHOI TH BUINIAAa€en. ..» [9, c. 93]

Bapro 3a3naunTy, 110 BiJICYTHICTh JeTali3ailii 30BCIM HE O03HAYa€ Bilib-
HOCTI y MaHepl BUKOHaHHA. PeTeIbHOCTI Ta CKPYMyIbO3HOCTI, 3 SKUMHU MPOIpa-
IIbOBAHO CUJIyeTH, (hopMaM, KOJTLOPOBUM ILIIMaM Ta 00pa3am, B IIJIOMY, MOXKeE
N03a3APUTH YMMAJIO NPUXUIBHUKIB KOHUEIIT MIHIATIOPHOTO KUBOIIUCY.

Ho peui, moao ¢popmary. MoHyMeHTaIbHICTh IpUTaMaHHa oOpa3am Ba-

nepis ['eramsina He nuiie yepe3 ¢popmar poOiT, ajie, 1 1€ Mepiil 3a Bce, 3aBAsSKU



BHYTPIIIHIi CHIIi, 3aKIa/ieHiil y KOXKHY JIiHi0, KOXHHiT Ma3ok. Foro TBopH 3a-
aumanucs 0 He MEHII BUPa3HUMU HABITh HA MIHIATIOPHOMY KJIANTHUKY Marepy.

TuM He MeHII, caMe MOHYMEHTaIbHI MOJIOTHA OiibIe 3a Bl iHII ¢op-
MaTu NOTPEOYIOTh CAMOBIJJAHOCTI XyJA0KHUKA, MOTO0 BIAYYTTS MPOCTOPY Ta
komro3uilii. He3Bakaroun Ha BENMKI IUIOIIMHU Ta CXHIJIBHICTH XYTOXKHHUKA 0
mi9ac MUAPOKUX Ma3KiB Ta JIOKAJBHUX TUISIM, HOMY MpUTaMaHHE pEeTeNIbHE OTl-
pallfOBaHHS KOKHOTO CAaHTUMETPY MOJIOTHA.

BiguyTTd KOMIO3UIINHOT HEBUMYIIEHOCTI Ta MPUPOJHOCTI y podoTax
Banepis 'eramsina 6a3yeTbcsi Ha MaTeMaTU4HINA BUBIpEHOCTI. JIakoHI3M Ta diT-
KiCTh — PHCH, SKUMHU MOXKHA OXapaKTepH3yBaTH TBOPYHMI METOM XYyHOXKHHUKA.
Bonu BimoOpakeHi y JiHIsSIX, IIOMIMHAX, KOJIBOP1 Ta MpUTaMaHHI HaBITh «MO3a-
i4HOY», YU, Kpalle, «KaJehH10CKOMIYHO0», BUOYTOBAHUM KOMIIO3UIISIM.

3apo3yMinoro TOIHHOI Ieramsn GyB 3 IOHAIBKUX poKiB. Moro cruminb
MO-CX1THOMY THUIIHHWHI, Oaratui, eMoUiHUM 1 TOTalbHO cepitozHuit. Ilo-Bi-
PMEHCHKM BIH MHCaB BUTIIOBATO, CTHJIICTUYHO AY>K€ KPacHUBO, YaCTO 3aCTOCO-
BYIOUM BJIACHI HEOJIOT13MH, ajie )KaxXJIMBUM nodepkoM. Po3mmdpoByBaHHs iloro
3aMuCiB BUABUIIOCS CKJIQIHUM 3aBIaHHSM, OCKUIbKM MpodeciiiHi mepekianadi
HE Tocmimanu OpaTucs 3a PyKOMUCHUN TEKCT, 10 Ba)XKKO YMTa€Tbes. Ta Bce
K, KOJIM PYKOITUC «BIIKPUBCS» IS PO3YMIHHS, CTAJO SCHO, HACKUIHKH I[IHHUHN
e nmomapnanui moaeHHuK (1oa. 10). B Hbomy MicTuThCs iHOpMAIlisS TIPo
HAWOLIBII 3HAYUMI XYJIOXKHI MPUMOMH, TIPO MAUCTPIB, IEPEa IKUMH CXHUIISBCS,
PO KapTHUHM, SIK1 Hamuiie 0arato pokiB 3rogoM. TyT 1 po3aymu mpo ¢iaocodiro
MUCTEITBA, PO ICTOPit0, MPO TepoiB BIPMEHCHKOI TaBHUHH, PO CYYACHHUKIB,
CKYIIl, HAY€ HEHApOKOM KMHYTI, BIZIOMOCTI PO CIM 10 YIepeMill 3 JOKJIaJHUMHU
OTMCaMH XapaKTepiB MailOyTHIX MEPCOHAXKIB, YOPHOBI €CKi3H 3ayMaHUX POOIT.
€ HaBITb BUTOHYEHI HAYE€PKH TPHOX POMAHTUYHUX OMOBIIAaHb: «CKaM’ SHIHHSA
Erine», «Hiuna coBa» Ta «boxeBinbHa B ['apHi» — BeIbMHU I1iKaB1 caMOAOCTATHI
XyI0XHI1 TeKCTH [9, c. 74]. I'eramsH, 63 cyMHIBY, OyB sICKpaBO 00/1apOBaHUM HE
JUIIE MY3UYHO 1 XyJ0KHBO, a U JIITepaTypHO.

Yepe3 nmoBHY 3akpuTicTh [eramsHa BiAOMOCTI MPO HBOTO JTOBOAUTHCS
30uparu OykBajdbHO MO KpuxTax. B #ioro Oiorpadii moci 6araro OUIHMX TUISIM,

ane JesiKl 3 HUX MepecTai OyTH TaKMMU CaMe 3aBISKU MI0JeHHUKY. CUibHI
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BpPa)XEHHSI 3 IUTHHCTBA BCE-TaKH MPOCOYMINCS HA CTOPIHKU BY3bKOTO 30IIHUTA
B TBepii namitypui. Hanpukian, 3raaka npo 6a0yco mo 0aTeKy, sika BTpaTuia
PO3yM, OIUCH BaKKO XBOPOI TITKH, CECTPU MaTePi, 3BOPYILLIUBI CI0BA MPO YITIO-
OJIeHOro Nij1a, SKuil yntaB Banepito B AUTUHCTBI CTAPOBUHHI KHUTH.

Benuka KiabKICTh SICKpaBUX OI[IHOYHUX CYIKEHb B TEKCTI — sIBHA O3HAKa
IOHOCTI, HE BapTO 3a0yBaTH, CKUIbKH POKIB Oyino aBropy. Oko pa3-mo-pas yi-
IJISIETHCS 32 KBITYACT]I BU3HAYCHHS, Ha KINTAJIT «00KECTBEHHUI», BSTHIHHUI,
«OKQTIOT1AHUNY, «HIKYEMHUI», «ICTHHHUWY», «CTPaxiTiuBUi» 1 T. 1. o Toro
K, BCE I1e OaraTociiB’s MOJAETHCS 1€ i MEHTOPCHKUM TOHOM BCe3Haiika. Bij-
YyTHUHN BIUIMB aKaJeMIYHUX aBTOPUTETIB, nepi 3a Bce, Maptupoca Cap’sHa,
sKkoro ['eramsiH moBakaB 6€3MipHO.

3a3BUYail JIIOAW pa3oM 3 BTPATOIO LIK031M IOHOCTI BTPAdyarOTh 1 CBOIO Ka-
TEropuyHICTh. BOHA MPOCTO PO3CUMAETHCS MiJ] TUCKOM JIOCBIY Ta KUTTEBUX
po3uapyBaHb. Bijg Hei HIYOro He 3aJMIIAETHCS, @ MUCIUTEIbHA Ta €MOIllifHa
HECTIPOMOXKHICTh COPOMIIMBO MPUKPHUBAETHCS BUBICKOIO «MYAPICTH MPOKUTUX
ait». Tpebda Bignaru HanexxHe Banepito ['eramsiny, 3 pokamu BiH 3MiHUB JIUIIIE
dbopMy BIIaCHOT KaTETOPUYHOCTI, aje He ii CyTb.

3a cnoBaMM y4Hs 1 OJau3bKOro toBapuiia l'eramsina, Bamentuna 3axap-
YeHKa, XyJ0’KHHUK B 3p1JIOMY BiIIi (a caMe Tozl 3axapyeHKo HOoro i 3ycTpiB), OyB
ny’ke o0epexHuil 1 He0araTocaiBHUHN y BUCIOBIIOBaHHAX. OcOOIMBO, KOJIA 1OT0
JTYMKH HE 3alIUTyBalu. AJie TP [[bOMY B HOTO OyJIO BCE TaKe K YITKe, HE3MIH-
HE YSBJIEHHS NIPO XyJOXKHIH MpoIlec, SIKUM BIH OMMCAB HOro 0arato pokiB TOMY
B LI[OJICHHUKY.

Baprto 3BepHyTHM yBary Ha 1€ OAMH IiIKaBUH 00pa3, AKUH MPOXOIUTH
pedpeHoM Kpi3b CTOPIHKY 10/ icHHUKA. [{e 00pa3 HacuIbHO CTPUMYBAHOT MIIli —
«...ByJIKaH B JaHuUorax...» [9, c. 33]. Ilo cyti 11e aneropis caMoro xXyaoxHHUKa,
30BHI CTPUMAHOTO, aJie JIFOJUHH MIKOBUX BHYTPIIIHIX MEPEKUBAHbD.

Bunache, s eHeprisi nepexoguTh 3 poOOTH B poOOTY, NPOCTEXKYETHCS Y
COKOBHUTOCTI KOJIbOPY, MPY>KHOCTI GopM, 37aMax JiHii. BTim 1ie He pyiiHiBHA
EHepris Bijyaro, BIacTUBa 00KEBUIBHUM MUTIISIM.

KareropuuHicTh AyMOK, 3amepeyeHHs CHaAKy IIIUX KyJIbTYPHUX €IOoX,

HanpukiIaga, XpuCTUAHCbBKOIO MHUCTCIUTBA, Ta BCJIMKA KUIBKICTh 3HAKIB OKIJIHKY,



X04 TPOXM ¥ HaraayroTh, ajie, Ha MIACTs, HE MEPETBOPIOIOTh HOTO MUCHMOBI BU-
CJIOBJIFOBaHHS B MaH1peCcTH, TOOTO B MEBHUM YTOMIYHUN TPOIYKT 3 HEBEIUKUM
CTPOKOM TPUJATHOCTI. TakuMU CcTajdu, HAMPUKIIAJ, XyJA0XKHI MaHidecTH PyTy-
pHUCTIB, KyOOQYTYpPHUCTIB, CIOppEaICTiB, JaJAICTIB 1 T. II.

Btim, XX cromiTTs — crpaBai cTodiTTa MaHidecTiB, a ['eraMaH — icTUH-
HUM CHUH IBOTO CTOJITTS. 3 TIE€IO JIMIIE PI3HUIIECIO, IO CBOI MEPEKOHAHHS BIH
azpecyBaB He epeMepHOMY «JTIOJICTBY» Ha MICBKUX MalJaHaX Ta 31 CTOPIHOK
pO3’sICHIOBAILHUX Opouryp, a co01 camoMy. | ckugatu KaHOHU 30MpaBcs HE B
CBITOBHUX MaciiTalax, a 1HIUBIyalIbHO, B paMKaX BIIACHOT TBOPUYOCTI.

Onbra @ensHiHa, NOTYKHHUI IHTEJIEKTYaJl Ta TOHKUI KPUTHK, SIKOCh CKa-
3aja, M0 «...XyHIOXKHIH MaHiecT — I1e 3aBKIu CBOTO POy AeKiapallis Ipo
Hamipu...» [40]. [llonennukoBi 3anucu ['eramsina 3 Takoi TOYKU 30py J1IMCHO
JIeKJIapallisi Mpo HaMipH, TOCTIJOBHO W MPUCKIIUIUBO BTIJIEHA B PeaIbHICTh Je-
CATWJIITTS 3TOI0M Micis HanucanHs. Ha BigMiny, 10 pedl, BiJ OUIBIIOCTI XyA0XK-
HIX Ta nodiTuuHuX MaHipecTiB XX cromiTTs, HaMmipu Banepis ['eramsina Oynu
peamizoBani. CiieHu Oanety, IHAUBIAYaJIbHI K1HOY1 00pa3u, CKJIaJHI CIOKETHI
KOMIIO3HIIi1, Ier3axi — Bce Oymo BTiieHe y (apOax.

[onennuk I'eramsiHa 1ikaBuil He JIMIIE SIK TMCbMOBA TTiIKa3Ka [T PO3yMIHHS
XapakTepy Horo 0coOMCTOCTI i TBOPUOCTI, ajie 1 IK CAMOIIIHHHIA XyI0KHIN 00’ €KT.

bararo cyuyacHHX peani3oBaHUX XYAOXKHHUKIB SKOCh MOOIKHO, Haye Mpo
IOCh MaJIO3HAYMMeE, TOBOPSITH MPO CBOIX BYMTENIB. XTO3HA, YU TO OJBIUHI
TBOPY1 PEBHOIII1, YU TO TaKa * OJBIYHA CAMO3aKOXaHICTh TOMY BUHOI. Oco0u-
BO, SIKIIIO Y BUTOKIB CTOSUTM CaMOBIJIJIaHl, ajie CKPOMHI BUMTENI. TparisroThCs
BUMTEN] i 1HIIOro mopAaKy. IcTopiss MucTenTB 3Hae 0arato sICKpaBUX MPUKIIA-
JIB TIEJarOT1YHUX JOCATHEHb BEJIMKHUX XYTOKHHUKIB. 371aBHA OBOJIOMITH (haxom
XyI0’)KHHKA MOKHA OyJIO JIMIlle B MaiicCTepHI peajiizoBaHoro npodecionana. Yu-
malye BuuB J[»otT0o, bemnini — Tinuana, Tinuan — Enp I'pexo, Pyberc — Ban
Hetika, Ilicappo — l'orena, YuctsikoB Ta Mypamko — BITYM3HSHHUX KJIACHKIB.
Hemae moTpebu ckiianatu BUYEPIHUN CIUCOK, ajKe YU HE KOXKHUN BEITUKHUI
XyIO)KHUK MUHYJIOTO — YHICh BUUTEIb 1 YNICHh YICHD.

Bynb-sikuii mpoiiec TBOPYOCTI TaK UM 1HAKIIE Ma€ MiJKPIMUIIOBATUCS Bi-

poro B cebe Ta CBOIO crpaBy. XTO3HA, CKITbKU XYIOXXKHHUKIB UM MUChMEHHUKIB
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MOTJIM O TOMOBHUTH TEPEJiK CBITOBUX BEIWYWH, SIKOM HE OCTpax MOMMJIUTH-
Cs UM CTaTU aBTOPOM MOCEpPeNHbOro piBHs. HacnigyBaHHS CBOiX BUMTENIB Ta
3arajJibHOKYJBTYPHOTO CHAJKy HE Ma€ CIpUHMAaTHCS K NEpeliKkoaa Ha IIIAXY
710 CTBOPEHHSI yHIKalbHUX poOiT. HaBmaku, nepeocMucineHHs ixHix 3400y TKIB,
no-TepIie, BiAI3ePKAIIOE 3aralbHOCYCIUIbHI aCTIEKTU CIPUHHATTSI HA HOBOMY
1ICTOPUYHOMY €Tarli, a, Mo-JApyre, BIacHe, MPOBOAUTH KPi3b JOCBi MOMEpPEIHU-
KiB, ITOMOBHIOE BHYTPIIIHINA 0araxx, BIATOYyE€ HABUYKU Ta BMIHHS, 1 CIPUSIE BU-
OyIOBYBaHHIO BJIACHOT CUCTEMH I[IHHOCTEH Ta 3ac001B BUPA3HOCTI.

Manepa Banepis ['eramsina mae B CBO1i OCHOBI CHHTE3 BIUIHMBIB HOTO BUH-
TEJB, 3pa3KiB JJIsl HACI1IYBaHHS Ta HOro aBTOpchkoro 6aueHHs. Bin tpancdop-
MYBaB XyJ0’KHIO MOBY aBTOPUTETIB, HAa CTUJIb KOTPUX BBaXaB JJis ce0e MOXKIIU-
BUM onupatrucs. CraJKoeEMHICTh HIKOJIM HE Oyia THUM, 4OTr0 LypaBcsl XyAOKHUK.
3anepeuyBaHHs 3apajiy 3anepeuyBaHHs He Oyno ioro kpeno. Bin BuBuaB, Bco-
TyBaB, OpaB J10 yBaru, MpocitoBaB, TpaHC()OPMYBaB, 1, SIK PE3yJIbTAT, — HAPO-
’KyBaB BJIacHe.

3a yMOB HamoJIEMJIMBO1 Mpalll IHAUBINYaJbHICTh XyA0KHUKA 3aBK/I1 3HAM-
JIe MOXKJIUBICTh BUABY. HiIKu KynbTypHUH IUIACT YW BIJIJIyHHS MUCTEITBA 1H-
[IMX MANCTPIB HE 3/1aTHE NPUIYIIUTH ICTUHHE TBOpYE Havaso. O1HaK, HEe JUIIe
caMOBIJlJaya Ta BUTPAUCHUN Yac BU3HAYAIOTh JOCATHEHHA MUTLA. Poxu HaB-
yaHHA — nepioa GOopMyBaHHS aBTOPCHKOTO METONY, MOUIYKIB Ta 3alepeyeHb,
BIIITPAIOTh Y KUTTI XyJIO)KHUKA TaKy CaMmy POJib, IO ¥ AUTUHCTBO y JIOJI1 JIFOIU-
HU B 1I7I0MY. | Tak caMo siKk 0aThKH 3aiiMal0Th BaXKJIMBE MICLIE HA NUISIXY Mi3HAH-
HS CBITY JUIsl AUTUHMU, JUISI MUTLS [IPOBIJHE 3HAYEHHS Ma€ HACTABHHUK.

l'eramsiny nmomactuno 3yctpitu Buutens. CropaBXKHBOTO, KWW MHCaB
OCMHUCIICHO, OpUTiHANbHO Ta ycmintHo. CTapoBUHHA TPaJuIlisl CHIAJKOEMHOCTI
11ealibHO BTIMIAcs B KUTTA. Banepiit Haponuscs il Bupic y Bipmenii. Came
B €peBaHi BiH cTaB MpodeciiiHo 3aiiMaThCsi MUCTEITBOM 3aBlsiku MapTupocy
Cap’any. O6cTaBuHu 3HalioMcTBa ['eraMsHa 31 CBOIM yUUTENEM 1€ TOTPEOYIOTh
yTouHeHHs. [IpuifHATO BBaXkaTH, 110 1€ BiOyIocs B qomi 6arbkiB ['eramsHa, B
AKOMY 30Mpaliiucs MpeACTaBHUKU BipMeHChKOI 1HTemireHuii. I[lig yac ogHoro 3
TaKuX KyJIbTypPHUX BEUOPIB I1IJIITOK 1 CIpaBUB BpakeHHs1 Ha MapTtupoca Cap’s-

Ha. MaiicTep BUIIaJIKOBO 1MOOAUYMB LIOCTpalli, skuMu oHui ['eramsin opopmus



BJIACHOPYY HAMMCaHI ICTOPUYHI OMOBIIaHH. 3 I[LOTO BCE M 1MOYaIoCcs: HaBYaH-
HS B XyJO’)KHbOMY YUYMJIMIII, & 3TOZIOM — B IHCTUTYTI, Ha Kypcl Cap’siHa. Tak un
1HaKIIe, JoJeHOoCcHa s ['eramsiHa 3yctpiu BigOynacs He mizHime 1940 poky.

Jlo €peBany Maptupoc Cap’sH pa3om 3 ciM’ €10 niepeixaB y 1921 poiti Bxe
peainizoBaHUM MaiicTpoM. Y BipmeHnii iomy noBipuiu po3poOKy nu3aiiHy repoa
Ta npanopa Bipmencskoi PCP. Uepes Tpu poku Horo HoB1 poooTH Oyinu BUCTAB-
neni Ha XIV Benemniticbkiit bienane. Hactymaumu Oynu Ilapux, Ctokronbm,
Binens, bepnin, [opix, Jloc-Anmxkenec, Mocksa. B cronuiii Bipmenii Hapo-
HUW XYJIO0XKHUK 3aiiMaBcsi, IEPII 3a BCE, KyJIbTYPHO-COIIaTbHUMH TTPOCKTAMHU.
Bin opranizoBye Jlep:kaBHuii Mmy3ei apxeosorii, eTHorpadii Ta 06pa3zoTBOpUO-
ro MHUCTEIITBa, Oepe yuyacTh y CTBOPEHHI €PEeBaHCHKOTO XYJA0KHBOTO YUUIIUIIA,
TOTO CamMoro, JI0 SIKOr0O Ha HaBYaHHs BCTynuB leramsiH, a Takoxk ToBapucTBa
POOITHUKIB 00Pa30TBOPUOrO MUCTEIITBA.

[lepui xMapu moyanu 30MparHcs HaJ TOJOBOI BHU3HAHOIO MailcTpa B
1930-11 poku. BigOyBcst CyMHO3BICHUN 1CTOPUYHUN MOBOPOT B OIK periiaMeH-
Talll XyJI0XKHbOTO KUTTS Ha TepuTopii PansHcekoro Coro3y. Ha mpakrui e
03Ha4yaJo0 KIHeIlb KUTTEPATICHOTO PISHOMAHITTS, a /i1 0araTboX Jisi4iB MHUCTE-
1TBa — NMpocTo KiHelpb. Cap’sHa He 3auenwiu, aje 10 1940-X pokiB METp yxke
HaBPSIJI UM TIJIEKaB SIKICh TI0311 IIOJI0 KpaiHu, B sIKii skuB. BiH 30cepeKyeThes
Ha CTBOPEHHI 17IeMHO HEUTPATBHUX Mei3aX1B Ta HA MeJaroriyHii MisTbHOCTI.

Ha To#i wac B cepenoBuIlll BIpMEHCHKMX IHTEIITCHTIB aKTHBHO OOTO-
BOpIOBaJIacs 17ied CTBOPEHHS HAI[lIOHAJIBHOIO BHIIOrO XYAOKHHOI'O HaBUYAJIb-
Horo 3akiany. Apa Caprcan ta Maptupoc Cap’siH, CKyJIBITOpP Ta XyJIOXKHHUK,
0araropa3zoBo Hamarajucs peajizyBaTH 10 1/1€10, OJIHAK, OCKIJIbKU PIlICHHS
npuiiManocs B MOCKB1, TOCUTh JOBIUiA 4ac IM HE BAABaJIOCS I[LOTO 3pOOUTH.
Hapemri, B 1944 poui BOHM OTpuMalid 3roy Ha BIAKPUTTA XydOKHBOIO 1H-
CTUTYTY B €peBaHi.

[lepuri BCTymHI ICOUTH A0 IHCTUTYTY Ipouiiy BIiTKy 1945 poky, 1 Bane-
piii ['eramsin ctaB ctyneHToM. Ha Toit MOMEHT 1IHCTUTYT CKJIaJaBcs 3 ABOX ¢a-
KYJIBTETIB: CKYJBITYPHOTO, KOTPUM KypHUpyBaB nepiiuii pekrop, Apa Caprcss,
Ta YKUBONHUCHOTO, sIkUi ouontoBaB Maptupoc Cap’aH. ['eramsiHy HeCKa3aHHO

NOIIACTUIIO BUUTHCS y MAalCTpa HA MiAHOMI1 HATXHEHHS.
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[IlonennukoBi 3amucu leramsiHa BimOOpaxarTh EHTY31a3M YUYUTEI.
MoBa HaBiTh HE PO KOMIUTIMEHTH TBOpuocTi Cap’siHa, Xo4a iX B HIOJEHHHUKY
JI0OCTaTHbHO, a IPO PO3AYMH, C(hOPMOBaHi IBHO 1] BILTUBOM ocobuctocTi Cap’s-
Ha. «5 6auy €Bpory, sika HIY0ro co00I0 HE ABIISIE, s 1€ Ayxe Ao0pe O6auy. JKupy
B [IbOMY CTOJIITTI 1 MyIly T00QYuTH Kpax €BpOIMU, KaXIUBUMA 1 TyOEpKyIbO3-
HU; TOMapaHuYe€BO-CBITIIMH CXiJl, HOro coHsiuH1 cxiaH1 HeOeca. Cxin — [ocnonab
BChOTO...» [9, c. 3] Cap’sn mie 1o pepoiroriii 1917 poky 6arato MaHapyBaB 110
bnuspkomy Cxony, OyB B Typeuuuni, €runti, mpisis BiaBigatu Kuraii ta Amno-
HiIO, ajie He ckianocs. Bce ®uTTta 60roTBopuB apxaiyHe MHUCTEITBO €THUIITY,
Accupii, Ilepcii.

Taxwuii ke 3axBar nepenas [eramsny: «E€rumner. Po3mura rapmonis. He-
BUMOBHa Kpaca» [9, c. 82]. «Ctwib MaltOBaHHS CJIiJl B3SITU €TUNETCHKUM, BIH
MOBHHEH 0e3 peaji3My HaJaTW 3HAYCHHs BCIM BIATIHKaM IyMok» [9, c. 134].
€runer, €runer... 3 3aBUIHOIO0 PETYJSPHICTIO HA CTOPIHKAX IIOACHHUKA 3yCTpi-
Ya€eThCS 1S BIaCHA HAa3Ba, 32 YaCTOTO BUKOPUCTAHHS MOCTYMAIOYKCH Jiniie Bi-
pMeEHii.

BB muctentBa €runty Ha TBOpuicTh Banepis ['eramsina 6e3cymHiB-
HUM. AJse, K110 3B’SA30K 13, HAPUKIIAJ, CJUTIHICTHYHUM MUCTEITBOM B pO0O-
Tax XyJ0KHUKA YACTO-TYCTO MPOCTEXKYETHCS SIBHO Ta O€3M0CepeIHBO, TO allt0311
Ha €TUINETChKE MHUCTEITBO € OUIbII OMOCEPEAKOBAHUMHU Ta MUOMHHUMU. [e-
poi TBopiB I'eramsina yBiOpanu B cebe BeIUY AaBHIX CTaTyl, IXHIO BIACTOpOHE-
HICTh BIJ Api0’sI3KOBOCTI Ta METYLIHI, HEAOUSAKY BHYTPIIIHIO CUJTY, CIIOKIM Ta
MYIpICTh comisiAanHs. Jluiie rapsya najgiTpa 31aTHa KOMIICHCYBAaTH KPHKaHy
B1IUy>KeHICTh 00pa3iB ['eramsna.

Big Cap’sna ['eramsan Takox B3sSiB BUOYX YHCTHX KOJbOPIB, CXHIJIBHICTD
710 aruIiKaTUBHOCTI 300paKeHHsI, BATOHYEHY YMOBHICTh Ta CXUJIBHICTh 10 CHUM-
BOJIIYHOCTI, a TaKOXX, 3BUYANHO, 3aXoruieHHs Temieporo (moa. 11). «Illo Take
wuponuc? LIE KOJIIP. A xonip — ue Maptupoc Cap’su» [9, c. 104].

[Ipu boMy OJIHA 3 TOJIOBHUX BiAMIHHOCTEH *KuBonucy ' eraMsiHa Bif Ku-
Bornucy Cap’stHa mosiira€ B TOMY, 110 ['eraMsiH MUCITUB BCE K IHIIUMH MacIil-
TabaMu, oMy HexapakTepHa kaMmepHicTh Cap’sgHa. YMOBHICTh 300paxeHHs, 10

AKO1 3aBKJ1 MparHyB ['eraMsH, 116 yMOBHICTbh HE CEPEIHbOBIYHOI MiHI1aTIOPH, a



aHTUYHOI (PECKHU UM CKYIBITYpH. Ta il CBITOMISIAHO BiH BIAPI3HIBCS BT yUUTE-
ns1. Cap’siH BBaXKaB, 10 «MHUCTEITBO MYCUTh 3aKJIUKATH JIFOAUHY J0 KUTTS, JI0
060poTHOH, 1103a4aCOBUMHU, 3aTATBHONIIOICBKUMH MOTUBAMH BCEIISITH HOMY BIpY
Ta HaJl10, a HE MMPUTHIYYBaTU MOT0 OMTMCOM TPariuyHux croxkeTiBy [41]. ['eramsin
K€ HIKOJIM HE CTBOPIOBAB OOHAIIMJIMBOTO Ta KOM(DOPTHOTO MUCTEIITBA, B HHOMY,
CKOpIII, Millb, BEJIUY, JpaMma.

BTim, xapakTepHot0 prcoro xkuponucy [ 'eramsina € Tonke, Aemio ¢pinocod-
CbKe, MMOETHAHHS TICUXOJIOTIYHOI HAIIPYTH Ta BiABEPTOTO BUKIIUKY i3 JKHUTTECT-
BEPIHOIO KOJIOPUCTHUKOIO.

Moro o6pa3n — BrinenHs cuan di3nunoi Ta MymesHoi. IM BracTHBi Ha-
PYXKEHICTh, 310paHiCTh, 3/JTaTHICTh IIBUJIKO pPEaryBaTy Ha MPOSIBU OMAaHIIUBOTO
cBiTy. EHepris, sikor0 BOHU IPOCSKHYTI, 34A€ThCS, HaBITh, HE 36MHOTO, a, CKO-
P, KOCMIYHOTO MOXO/KeHHs. [ epoii mosoTeH Ta KapToHiB ['eramsina 4acTo X0-
JIOJIHU, BIEBHEHUH, NO-KOPOIIBChbKU Oaiayxuil. Lle cBoro pony HaioauHa.
Hagith B eTHIYHHUX cepisx 3BUYAHA JIOJWHA TOCTAE, IMIBUJIIE, B POJI KEPIIT
(um xpuili, B 3aJeXKHOCTI Bija crari). lle omHOYacHO 1 CyTO 3eMHUN 1HAWBIJ,
peJCTaBHUK MEBHOI HAPOAHOCTI, il KyIbTypH, 3BUYAIB Ta YMOBHOCTEH, Ta BiJI-
CTOpPOHEHA OCOOHUCTICTh, IO CTOITh HAJ YCIEIO €0 METYIIHEI0, MOAIJIOM Ha
HaIlOHAJIBHOCTI, MOBH, CBITOTJISI/IHI TO3UINII. 3Ma€ThC, 111 TIEPCOHAXK] BMIITY-
I0Th Y 001 BCIO MYJIPICTh BIKiB, pa3oM 13 CYMOM HE3/11CHEHHOTO.

Takox iM mpuTamaHHa HeaOuWsKa CUJia BOJII — apXETUIIOBA, HEBUMOBHA,
ane Harmpouya aieBa. HeHadye kKoXkeH eJeMEeHT BCECBITY Mija’€IHAHUM 10 300pa-
KEHHX HEBUJIUMHUMHU JIPOTAMH, 10 AKHUX O1KATh IMITYJILCH IXHIX Oa)KaHb.

B 1948 pori, He 3Bakatouu Ha OYEBHUJIHI YCTIIXU B OpraHizaiii Xya0KHbO-
ro cepenoBuia, Cap’saay Oyno npes’ siBjieHe HalOUIbII TSYKKE B T1 POKH JIJIS XY-
NO’KHNKA 06BUHYBadeHHs. Moro 3suHyBaTHiu B Gopmanismi. Crynent [eramsn
y 1Iei Tepiosl B CBOEMY IMOACHHUKY MOPiBHIOE BUUTENs 3 Jlipom: «...perir...
Kopo:s Jlip... iIcTUHHO pO3yMHUH YOJOBIK, KOTPUH M1l BIUIMBOM yAapiB KUTTSA
4acoM MoJKe BTpadati po3ym» [9, c. 6]. M nami npucrpacHo mume: «O, Cap’sH!
Cepue mMoe xoue BO33’€IHATUCS 3 TBO€H mnedamto» [9, ¢.20]. Ane mo moxe
IOHHH Xyn0KHUK? JIWI ripko BU3HATH, IO «...CIOTaX TBOTO KUTTS 3aIUIIATh-

Csl TBOEIO TIHHIO, TBOEIO BHYTPILIHBOIO JKOPCTOKOIO THIIEO» [9, ¢.20].
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3rigHO 31 CBIIYCHHSIMM YJICHIB poauHU ['eraMsHa, BHIK/KAIOUM Ha TIIC-
Hepu B ['apHi, MeTp 3ynuHsABcs B AoMi Tep-MenikcuuiaHiB. JIpyxHi CTOCYHKH
00’ ennyBanu ['eramsiHa Takox 31 crapimum cuHoM Cap’sina, Capkicom. Toli OyB
CTapuIuM, HaBYaBCS B YHIBEPCUTETI, 3r0JI0M 3pOOUB OJMCKYUy HAYKOBY Kap’ €py
B cdepi diteparypo3HaBcTBa. Capkic Cap’siH cTaB CIEIiallicCTOM 3 iTaIiHChKOT
CepeaHbOBIYHOI Ta BIPMEHCHKOI JliTeparyp. Jeski mxepena Aar0Th iHGOpMaIio
mpo Te, mo Capkic 6paB cBOr0 MOJIOJIIOTO TOBapHIa A0 YHIBEPCUTETY, 1 TOMY
TOIIACTHIIO CIyXaTH Jekiii akaneMikiB Mocuma Op6erni, ABetnka IcaaksHa Ta
IHIITKX SICKPaBUX BIPMEHCHKUX 1HTENEKTyaliB. Jlo peui, Hauepku noptpetiB Op-
Oeni Ta Icaaksina AilicHO € B moAeHHUKY ['eramsina (oxa. 12). Oceita ['eramsina
Oyna pi3HOCTOPOHHBOIO I HE OOMEXKyBasacs KIACMYHUM HAOOpPOM XyTOKHIX
TEOpid Ta MpakTUK. BiH jerko onepysas iCTOpUYHUMU (PaKTamu, IITMOOKO 3HAB
1CTOPiI0 PO3BUTKY BCIX BHJIIB MUCTEITB, BIIMIHHO Opi€HTYBaBcsA y ¢inocodii.
Xoua 10 ¢unocodii Bce K CTaBUBCA, SIK JI0 3aiiBOro pailio, BBaKaroyu, 10 ro-
JIOBHE — «...4yno. Pemra Hivoro He Bapte, pemta Bce dinocodis» [9, c. 75].

®opmanibHO ['eramsiH MaB OJHOTO KEpIBHUMKA MaiCTEpHl, aje WOMYy IO-
IIACTHJIO HABYATHCS 1€ Y KIJIbKOX HE MEHII TAJIAHOBUTUX XYJOKHHUKIB. B npy-
riii nonoBuHi 1940-x pokiB y €peBaHCHKOMY XyJ0)KHbOMY 1HCTUTYT1 BUKJIAAaTN
Axon Komxosin, Apa bekapsan, Enyapn Icabeksin. Came IcaGeksin mpoaemMoH-
cTpyBaB moisiogomy Banepito I'eramsiny 0e3MexHI MOXKIUBOCTI BEIUKUX Te-
MaTUYHUX POOIT Ta BUKJIMKAB IHTEPEC JO CTBOPEHHS POOIT B TAKOMY HAIMPSIM-
Ky. B 1946 poui B iHCTUTYT 3 MockBHu OyB BiakOMaHAupoBaHUU OJieKCaHIp
OcwmbopkiH, 1 Banepiit ['eraMssH MaB MOXJIMBICTh HaBUATUCS Y JIETE€HIAAPHOTO
ydacHuKa «byOHOBOTO BajeTay.

3BiJicH, MOXJIMBO, 1 3aIlikaBJIeHHS | eramsHa aBaHTrapJuCTCHKUMH TeUis-
Mu. Y TBopax OCMBOpPKIHA SICKPABO MPOCTEKYETHCS BIUIUB KyOi3My Ta (OBI3-
My, a TakoX TBopuoro meroay Ce3aHHa. BracHe, ce3aHHIBChbKE HIBETIOBaHHS
NEpPCIEeKTUBH 1 BUJIbHA BIJl YIEPEIKEHb KOMMO3ULIis OyayTh BiIOOpaxeHl il y
TBOpax ['eramsna.

B TBOpuOMYy cmanky XyaoXHHKa € poOOTH, sIKI CTOSITh BIJOKPEMJIEHO, iX
CKJIaIHO Kiacu(iKyBaTH, OCKUIbKM BOHU HE IO 1HIIE, SK MpEnapyBaHHS CIAIKy

kiacukiB. Cepell XynOKHUKIB, SIKUMH 3aXOIUIIOBABCS 1 sIKMUX BUBYaB [eramsiH, —



bpromnos, Bpy6ens, oren, IBanos, Kopin, Mikenanmxkeno, [lerpoB-Bonkin, Pe-
niH, CepoB Ta Oarato 1HIIMX. ['eramsiH B psIMOMY CEHCI1 mpenapye ix »uBonuc. B
IPOIIEC] PO3KIIAJaHHs OPUTIHATY Ha CKJIAJIOBl YaCTUHU BIH 3aCTOCOBYE CBIM «T€o-
METpUYHUI» MeTo. B pe3ynbrari 300paskeHHs 30MpaeThcsl 3SHOBY B €IMHE ITLIE aJie
SBJIsiE COOOI0 BXKE HABITh HE KOO, a CKJIA/IHY aHAJIITUYHY IePepOOKy OpUTIHAITY.
Taxoto € kaptuna ['eramsina 3a MoTuBamMu noptpeta noetra Onexcanapa a-
TypsiHa, 1915 poxky, nensns Maptupoca Cap’sina (1., kataji. Homep 73/c. 196).
['eramsiH MOBTOPUB OPUTiHAIBHY KOMIIO3MULIIO, aje I[IJIKOBUTO 3MIHUB KOJIpHE
Ta MPOCTOPOBE pimeHHs. Pi3kuii KOHTpacT OpaHKEBOrO0 Ta CHHBOTO, OKpeMi
JIOBT1 BEPTHKAJIbHI Ma3KH, MiAKPECIeHa MJIONMHHICTh — XYJOKHUK BIIIAIIOB
B1Jl IHAMBIIyaJbHOCTI B OiK 11e Ouibmioi, Hixk y Cap’siHa, yMOBHOCTI. AJie, TUB-
Ha cIpaBa, MOPTPET BiJ LILOTO OTPUMAB OUIbITY MMIUOUHY. 3 KAPTUHU AUBUTHCS
BTOMJICHUY CaTUPHUK, a HE BUIIYKAHUH, YBIHUAHHH JIaBpaMu JIIpUK-(PaHT.
[Ipamroroun Hag mopTtpetoMm, Cap’ssH MaB CIpaBy 3 «OpHUTiHaiIOM». le-
raMsHy K He MOIAacTHIO 0coOucTo 3ycTpitucs i3 LlatypsitHom, ane Bia 1mbOro
MOPTPET HOr0 aBTOPCTBA, MOXKIINUBO, JHIIe BUTrpaB. OcobucTe 3HAHOMCTBO 3a-
3BUYAl MOPYIIyE CTBOPEHUM ysIBOIO 00pa3 Ta 30aradye ioro pisHOMaHITHUMHU
noapoOuaMu. B maHoMy K BUMAaAKy CXMIIBHICT XyJAOKHHUKA 0 y3arajabHEHHS,
THUIII3al1i1, Ta IEKOPATUBHOCTI TUILKHU BUTPAJIO BiJ] CHPUHHSATTS MTOPTPETOBAHOTO
JUIIe 32 Yy>KUMH 300paKeHHSIMU, a He 0e3MMocepeHIMU 3yCTpiuaMH.
Haiibinpima mo60oB ['eramsina — Bpy6ens. 30eperiocs 61M3bK0 ASCATH Mpsi-
MUX MepepoOoK Ta 0e3/114 OpUTiHATBHUX KapTUH, B IKUX XyJ0KHUK BUKOPUCTAB
y TOMY 44 1HIIOMY 00cs31 300paxyBaibHi MeToau BpyOens. Cimeline 310pan-
HSl MICTUTb JIBa YyJIOBUX PUCYHKa 3 BpyOeniBcbkoro «Ilana», oguH Byriuism,
iHImMd — omiBieM (i71., katajd. Homep 256/c. 195, xaran. Homep 276/c. 195).
OniBLEeBUI PUCYHOK — KBIHTECEHIISl «cHUcTeMHU [eramsiHa», TpaHUYHO palio-
HaJbHOI, MaremMaTu4yHoi. Toro *x nopsaky pucyHok «llapiBua-Jle0Ginp» (1., Ka-
tai. Homep 277/c. 195). Iloai6H1 poOOTH M03BOJSAIOTH 3p0o3yMiTH MeTon Ie-
ramsHa. [TopiBHIOIOUM OpUTiHANIK 3 WOTO MepepoOKaMu, MOXKIMBO MOKPOKOBO
OpoCHiAKyBaTH, K ['eramsiH po3kiagae KIacu4HUl 00’€M Ha CBO1 OpHUIiHAb-
H1 TUTOIIIMHM, SIK 111 IUTONIMHU 3HOBY (POPMYIOTH 00’€M, sIK B3araji BUOy/IyBaHe

Horo xynoxxHe 0adeHHsi. MucienHs ['eraMmsina Toro *x mopsjaky, o i apictore-

33



34

J1BChKE, 3 HOTO TParHeHHsAM PO3KJIACTH CBIT Ha CKJIAJ0B1 M CKp13b TOOAYNUTH YU
CTBOPHUTH CHCTEMY.

Bin po3rmisinae mochKy 30BHIMIHICTE HE SIK QyTiasip 4 000JIOHKY, Ha SIKY
TPAHCIIOETHCA €MOIIMHUN CTaH Ta XapakTep 0CcoOUCTOCTI. ['eraMsiH OTOTOX-
HIOE TTIOPTPETHI PUCH, CTATypY 13 BiacHe Itoaunor. Hic, ryou, odi, BUIuIl, mij-
Oopiaas mepexoAsTh 3 Kareropii 4acTUH OO0IUYYs 10 KaTeropii MCUXOJIOTTYHUX
puc. Hidoro 3aiiBoro, jiuiie orojaeHui xapakrep.

«IToptper akrpucu I1. CrpeneroBoi» 1. Pemnina (1., karan. nomep 220/c. 199),
«IToptpert rpaduni O. Opnosoi» Ta «Iloprper IBana Mopo3zosa» B. Cepona (i11., ka-
Tain. HoMep 252/c. 197, xaran. nomep 223/c. 198 BinnosigHo), «Iloprper XynoxHu-
ka M. Hecreposa» I1. Kopina (i1., karan. Homep 247/c. 197), «®. llansmnin B pomi
Onodepna» O. I'onosina (11., karan. HoMep 255/c. 200) Ta Ge3/iy HIIKUX YyTOBUX
KapTHH — 1€ TBOPH TAKOTO K BUCOKOTO PIBHS MAaHCTEPHOCTI, SIK 1 BUXIJTHI 3pa3KH.

Moro mMaHepa momicerMenTHa. Sk OyIb-sKHil Xy[IOKHHUK, BiH BildyBaB Iii-
JIUH KOMIUIEKC BIUIMBIB MalCTPIB, SIKMX BBa)KaB JJisg ceOe aBTOPUTETAMU B MUC-
teursi. [{ns [eramsina He Oysi0 mpo0OaeMOI0 BU3HABATH YYHIBCTBO, OJIHAK JIMIIE
CIIpaBXKHIM MalicTep 3/1aT€H MPUXUIUTU KOJIiHA Mepe]] HACTAaBHUKOM.

Cxkinbku B I'eramsani Cap’sina, ynroo6ieHoro ['oreHa, «...4apiBHICTh SKOTO
BHIIA BiJ yciX...» [9, c. 140], Bpybeins, IcabeksiHa abo 1m1e KOroch, BU3HAYUTH
CKJIaJIHO, Tail Hi 10 Yoro. Moro XymoxHs MaHepa — CBOEpiAHMIA cuMbio3 Maiic-
TEPHOTO peaji3My Ta MOJECPHICTCHKUX MPUHIIUITIB CUMBOJI3MY, €KCIIPECIOH13-
My, (pOBI3MY, KOHCTPYKTHBI3MY, BTIJIEHUX MOHYMEHTaJIbHUMU Npuitomamu. [Ipu
O11bII TITMOOKOMY 3aHYPEHHI B PI3HOMAHITTA XyJA0XKHIX MposiBiB [eramsina crae
3pO3yMLJIO, 10 BIUIMB KJIACHKIB Ha MOro )OopMyBaHHS CKJIAJHO MEPEOLIHUTH.
Ane o4eBUIIHMM € i Te, o He Oyap B Horo >xuTTi Maprupoca Cap’sHa, BiH
0JIHaKOBO 0 B110yBcCs. TUIbKM HUHI TOCHIIXKYBalu O cajok He XyaokH1Ka Ba-

nepis ['eramsana, a KOMIO3UTOPa UM MUCHMEHHUKA 3 TAKUM 1M’ SIM.

1.3. KommekcHi meTouku Bukianaands B. I'eramsaa B 1964—1985 pokax.

3 nepeizaom 10 Onecu B xxuTT1 Banepis I'eramsina po3nodaBcst HOBUI Tie-

pioa. PagicTe BiA yCBIJOMJIEHHSI CBOTO HOBOTO CTAaTyCy TPOXH 3aTbMaproBaiacs



3arajJbHOI0 TTOOYTOBOIO HEBJIANITOBAHICTIO. 3HAWTH poboTy 3a paxom B Opxeci
BUSIBUJIOCS HETIPOCTO. THMUYACOBO BiH IpaIffoBaB y KUBOMUCHOMY 11exy Oech-
Koro obnacHoro Biaauty XymnoxkuHboro ¢ouay YPCP, ane 3a kigpka MicCSIIB
OyB 3BUIbHEHMI Yepe3 BIJICYTHICTh 3aMOBJIE€Hb. 3roJI0M HOro 3aurciim B Llex
o opMIIIOBaYiB Ta 3HOBY IIBUJIKO 3BUTLHUIIU 3 Ti€i K MpuyuHu [79].

JIume BmiTky 1964 poxky Banepiii ['eramsn oTpumaB mnocrtiiiHy po6o-
Ty — Mocajy BHKJIagada pucyHka B OJechbKoMy NEJaroriyHoMy I1HCTUTYTI
M. K. JI. Ymunacekoro (3apa3 [liBneHHoyKpaiHChKUH Aep:KaBHUN MTeJaroriyHuii
yHiBepcuteT iM. K. JI. Ymmncekoro). s nporo HaB4aiabHOTO 3akiany l[era-
MSIH — 0COOHUCTICTh KynbTOBa [42]. Came ioro crapaHHsIMU TaM OyB BIIKPUTHUM
XyIIOXKHBO-TpadiuyHuil pakynbTeT — «anbma-MaTepy» 0ararbox CydyacHUX XyHI0XK-
HUKIB TIEPUIOTO MOPSKY.

MucTtenTBo — MOHSTTS HE Julle a0CTpakTHe, aje W OaraTorpaHHe, Ha-
BITH jienio OaratoBumipHe. HaitOo11b11 momupeHuM Ta 3BUYHUM J1J151 HaC BUSIBOM
H0T0 € PO3KPUTTS BIACHOTO TBOPYOTO MOTEHIIIATY XyJA0KHUKA, ONTAHYBaHHS HUM
pi13HOMaHITHUX (OpPM Ta 3ac001B KUBOMHUCHOI BUPA3HOCTI, (HOPMYBaHHS YITKOI
KOHIIETI[i CBITOOQUEHHS Ta HEMEPECIYHMH IO Ha CTaH pedeit. Alie 1CHYe
0e3J14 1HIIMX MPOsSIBIB «MHUCTEUTBa». 30KpeMa, 3aTHICTh po3iOpatu HOro Ha
CKJIaJIOB1 Ta HaBUMUTH IHIIMX CTBOPIOBATH 3 IIUX (PparMeHTIB BJIACHI YHIKaJbHI
TBOpH. YacoM HabaraTo Jierie CTBOPUTH CAMOMY, aHI’K HABYUTH IbOMY 1HIITHX.
TaBTonmoriyHui BUpa3 «MUCTEIITBO HABYATH MUCTEITBY» — JOCUTD PIJIKE SBU-
nie B cepeaoBull xuponuciis. [Ipore, Banepiii ['eramsin HanexuTs came 10
psAly MUTIIIB, SIK1 ONTAHYBaJId O0M/IBAa aCTIEKTH TBOPYOT MAaCTEPHOCTI.

Banepiii ['eramsin npaitoBaB Ha xyArpadi Ha ocajal cTapiioro BUKIaaa-
ya, KiJIbKa POKiB BUKOHYBaB 00OB’A3KH JIeKaHa, MPUYOMY JIBa POKH Ha J00po-
BUIBHUX 3acajiaxX, po3po0IisiB HaBYAJIbHI IJITAHHU, IPOTATOM 0ararbox poKiB 04O-
JI0OBAB METOAMYHY KOMICiIO (paKyIbTeTy.

[lenaroriuna gisipHICTh ['eraMsiHa BUKIJIMKAE BEJIUMKUM 1HTEpeEC, ajxe
BiH HE IPOCTO KOMIIOBaB HACTAHOBHU Ta METOAM 1HIIMX XYJOKHIX HaBYallb-
HUX 3aKJaaiB, Hacammepen, JleHiHTpamy, Kyau 0coOUCTO 13MB 3a HaBYAIb-
HO-METOJMYHUMU MaTepianaMu. [eraMsiH mocaiIoBHO pO3po0JIsiB BIACHY Me-

TOAWKY BHUKJIAQJaHHA, AKa MaJia 4iTKi npuHUunu (noa. 13). Bin ctaB aBTropom
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HAaBUYAJIBHUX MpOrpaM JJisi MIATOTOBYOTO BIAMIJICHHS 1HCTUTYTY, TPUPIUYHOL
IpOTpaMu 3 BUKJIAJaHHS PUCYyHKA, )KHBOIKUCY, KOMITO3HUIIii Ta MJIACTUYHOI aHa-
tomii. Onuparunck Ha 11 HampamBaHHs, B 1970-T1 poku BiH CKJIaB pPO3TOp-
HYTI HaBYaJIbH1 MPOrpaMHu 3 OpraHi3ailii HaB4aJIbHOTO MPOLECY AJISI CTYJICHTIB
YETBEPTOTO Kypcy. B HHUX BiH rpaMOTHO MPOMUCAB MOETAMHICTh 3aBJaHb Ta
iX Y3roJ»KeHICTh 3 BUKJIQJaHHAM CYMDKHUX TUCUMIUIIH: BIAMOBIIHUX PO3.i-
JiB 1CTOpli MUCTENTB, aHATOMIi, IEPCIEKTUBHU, JiTepaTypu. Po3poOku Oymnu
NIAKPIMIICH] Cepio3HOI0 0a3010 JKepesl Ta MaJii MPaKTUYHI PEKOMEHIallii 3
BUKOHAHHS JJOMAIIIHIX 3aBJaHb.

MetoauuHuii mOoCiIOHUK MO poOOTI HAJA JUIUIOMHUM MPOEKTOM 3 >KHBO-
NKCY, YKJIAJCHUN B IEH Ke Tepioj, MICTUB yHIKaJbHI TaOIuIll 3 ACTalIbHUM
OMMCOM OCHOBHHX €TalliB poOOTH HaJ €CKI30M Ta OyB JOMOBHEHHI BEJIMKOIO
KUIBKICTIO LTIOCTpaTuBHOTO Marepiany. Ha okpemux apkymax ['eramsin Biac-
HOpPYY 300pa3uB ycCl €Tanyu BEJIECHHS CTYJEHTOM POOOTH IO 300pa)KEHHIO OTo-
nenoi Hatypu. [loniOH1 apKyIi-iroCcTparlii 3 MOKPOKOBOTO BUKOHAHHS 3aB/IaHb
XyIO)KHUK CTBOPHB TAaKOX JJIS 1IHIIUX KYPCIB.

Baprto 3a3HaunTth, 1m0 B HaBYaJbHO-METOAMYHUX po3poOkax [eramsina
0co0NMBa yBara HajJaBajacsi pUCYHKY (pirypu JOAWHU 3 HaTypu. B nboMy BiH
HaciigyBaB [laBmy UHMCTSKOBY, «ICTHHHOMY BYUTEJIEB1 HEMOPYIIHUX 3aKOHIB
dbopmu» [22]. Ilepuium 000B’A3KOM Xy[AOKHHUKA MalCcTep BBakKaB pPETEIbHE Ta
rmrboke BuBUeHHs aHatoMii. [TonioHo UncTsakoBy, ['eramsiH HamMaraBcsi HABUUTH
CBOiX CTYJEHTIB, HACKIJIbKH B MUCTEIITBI BaXXKJIMBO 3HATHU MOTO 3aKOHU, MIEPEKO-
HYBaB, 1110 TIEPIIIOOCHOBA 00Pa30TBOPUOTO MUCTEITBA — PUCYHOK.

MoskHa pe3romMyBaTu, 110 IMeaaroriyuia cucrema leramsina — akajaemiu-
Ha, TOOTO TpaMoTa, nepi 3a Bce. OO0B’I3KOBUH aKIEHT Ha PUCYHOK 3 HATypH,
KOJIOCAJIbHI BUTPAaTH 4acy il BUHATKOBO nepekuioHicTcbkuid miaxia. He 3Ba-
Karouu Ha 3axBarT muctentBoM Cxomy, ['eramsin — aGCONIOTHUN €BPOMEEND Y
BIIHOIIEHH1 TOOYA0BU (hOpPMU: BiJ 3arajbHOrO A0 YacTkoBoro. Ha BigMiHy Bij
MuTiiB Cxomy, oco0auBo JlanekocxiTHUX, METP BBaXKaB, 110 (POPMOTBOPECHHS —
IUISX Bl y3araJibHEHOTO JI0 TIEBHOTO, YiTKO 30alaHCOBAHOTO (HE OUIbIIE il HE
MEHIIIE) YaCTKOBOTO, SIKE H1 B IKOMY pa3l He MyCUTh 3BOAUTHUCA JI0 CYTO 1HMBI-

TyaTiCTUYHOTO.



«IIIkona I'eramsina BUKJIMKA€e B MEHE acoilialii 31 koo dinonosa. He
3a GOopMaITPHUMH O3HAKaMH, a Yepe3 XUMEpHe MO€eTHAHHS HOBAaTOPCTBA Ta JIOT-
MaTU3MY» — 3a3HaUMB OJMH 3 HANO1IbII yemimmHuX yuHiB ['eramsana, Onexkcanap
PoiitOypa [34].

Bumwmit inTepec 10 HaTypH, 0COOIHMBO JIIOICHKOI, BUPI3HSAE TBOPUICTH [ €-
ramsiHa. Ille B cepeauni 1940-X pokiB BiH 3aJIUIINB Y CBOEMY IIOJICHHUKY JO-
KJIQTH1 OTIMCH CKJIAIHUX €MOIIMHUX CTaHIB JIFOIWHU Ta (P1310HOMIYHHX MPOSBIB
nux craniB. «lle moxe Oyt Oyn0Ba JUILOBOT HATYpH, ByJIbIapHE MOYEPBOHIH-
Hs1 ¥ 3es1eHe o0nmyusi. O0auy4si moxmype ado MmoTBOpHE, evab, 10 BiAPI3HSI-
€THCA 32 BIATIHKAMHU, TOXMYPICTh, 3BIpsiua MOXMYPICTh, HAJIMIIKOBA MOBHOTA
it Tak mami. OgHUM CIIOBOM, IO KMJIAETHCS B 04l B 00pasi JIIOAUHU — 1€ 3BUY-
HUM 3HaK» [9, ¢. 5]. 3 yacoM XyJAOKHUK HE BTPATUThH IHTEPEC 10 HATYpH, aje
3MICTUThH aKIIEHT: oro OyJie IiKaBUTU y3arajibHEHHI 00pa3, a He MepCOHANbHI
IIPOSIBY JIFOZICHKOT TTpupoau. HaBMuUCHA aKIIEHTOBaHICTh 3arajbHOTO HA MPOTH-
Bary 1HJMBIIyaJbHOMY JI03BOJINTh MAlCTPy CTBOPUTH Kpallll 3pa3Ku TeMaTHY-
HUX KapTUH HA YHIBEpPCaJbHI TEMHU.

[eraMsH-Tearor MoAeHHO MPALoBaB Mops 3i cryneHTamu. Moro Meton
BUKJIaJaHHS TPYHTYBaBCS, K B JaBHHUHY, HAa OCOOMCTOMY MpHKJIAJi, a HE HA
a0CTpPaKTHUX TEOPETU3YBAHHAX «SIK CJiJ poOuTH». BiH MOCTIHHO 3HAXOAUBCA B
MaiCTepHI1 i pUCyBaB Ti K MOCTAHOBKH, 110 i HOTO CTYACHTU. 3a CBITYCHHIMHU
YYHIB Ta KOJIET, MeIaror BKpai piKo KPUTUYHO BUCIIOBIIFOBABCS Ha aJpeCy CTY-
JNEHTChKUX TpomaxiB. Ta i 3arasom OyB JIAKOHIYHUM 1 TOJIEPAaHTHUM B OIlIHIII
Yy>KHUX POOIT.

Konern mo xyarpady ogHOCTAWHO XapaKTepHU3yIOTh [ eraMsHa K CKpOM-
HY, IPUEMHY Ta BBIWINBY JIIOUHY. BTiMm, 11€ HE 3aBa)kajio oMy BUSIBJISITU CyBO-
pICTh 1 BAMOIJIMBICTh, KOJIM MOBA HIIJIa PO IIOJICHHI BIpaBU B pUCYHKY. Jloci
Ha xyarpadi XoaaTh JETeHI PO IuBaITBa MeTpa. J[Bepi B MalicTepHIO 3aKpu-
BaJIMCS YITKO 3a IT’SITh XBHJIMH JIO MOYATKy 3aHATTA. Lleit yac mpucBsiayBaBcs
MiTOTOBIIl 1HCTPYMEHTIB PUCYHKY 10 poOotu. ONiBIl 3aTOYyBaUCS 3T1THO
3 HEMOPYITHUMH TIpaBUJIaMHu — poOoYa TTOBEPXHS Majia HE MEHIIE TPhOX CaH-
tuMeTpiB. [lepepBu Mixk mapamMu MpoCTO IrHOpYBalKcs 3a HEMOTpiOHIcTIO. Ha

NepUIni MO, BCE 1€ — SIKICh BUXOBHI HAJJTMIIKH, aJie HaCIpaB/li — Cepilo3He
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ctaBiieHHs 110 (paxy. Yoro He BigiOparu y ['eramsina, Tak 1e yecHocTi. Bid cam
KUTTS TOBHICTIO MPUCBATHB MUCTEIITBY 1 CITPABEIJIMBO BBAXKAB, IO SIKIIO XTOChH
3a BIACHUM Oa)KaHHSIM MPUHUIIOB Y XyJ0KHIO MaliCTEpPHIO, TO arpiopi rOTOBUI
3pOGUTH 3i CBOIM KHUTTS Te came. Mloro Mano 06XouIio, o Ha Xyarpadi rory-
BaJid HE NMPOodECIHHUX XYAOKHUKIB, SIK, HAPUKIAA, B XyJOKHIX aKageMisix, a
BUMTEIIiB MAJIOBAHHS JJI CEPEIHbOI mKkonu. HaBuansHuM miianaM Ta haxoBoMy
HABaHTAXEHHIO, K1 opraHizyBaB Banepiii ApyTIOHOBUY, MOTJIU 3a3APUTH CTY-
JICHTH KpalluX XyI0KHIX HaBUAIBHUX 3aKJaJiB KpaiHu. MOXKIUBO, CaMe TOMY,
cepesl oro y4HIB Tak 0arato peaiizoBaHUX XYIOKHUKIB, a HE BUKJIAIaviB.

['osioBHUM HEOJIIKOM MOJOIUX XYJOKHHUKIB, B TOM YHCI1 0ararbox «3i-
POK» SIK O(IIIHHOTO, TaK 1 aHJEeTrPayHIHOTO MUCTEITBA, BUKJIa1a4 BBAXKAB IXHIO
HEJIOCTaTHIO aKaJIeMIYHy OCBITY, €CKI3HICTh Ta HEOOIPYHTOBAHICTH O1IBIIO-
cti poOit. OdimiitHe oechke MUCTEITBO BIH HE CIIPUIIMaB 32 HU3bKUW PIBEHb
MalcTepHOCT] Ta (aJbIINUBY 1A€0JOTTYHY CEPBHIIBHICTh, 3 HOHKOH(POPMICTAMHU
TaKoX HE CIUIKYBaBCS, BBAKAIOUM 1XHI €KCIMEPUMEHTH JIETKOBAKHUMH Ta HE
CHpUMMarOuM iXHbOT OOTEMHOCTI.

B ocoGucromy apxiBi Banepis ['eramsna 30eperiucss HJOKYMEHTH PO
1oro noi3nku 31 ctyaeHTaMmu Ha rieHepu 1o Kpumy 1 Kapnar, nig yac skux BiH
TaK caMo, 5K 1 B ayIUTOPI1i, MpairoBaB mopsij 3 yuHsMu. Banentun 3axapueHko,
y4€Hb, 3T0IOM JIpYT Ta Kojera MaicTpa, 3rayBaB Taki moi3aku B paiion Cyna-
Ka. 3a HOro CJIOBaMH, CTYJACHTH OyJd 3alHSATI MiCSAlb—ABa W BiJ i31AMIIH, a Xy-
JIO’KHHK I KUJIbKa THKHIB 3HaXoauBCs B Kpumy, mpairoBaB Ta BiAnoYnBaB HA
camorti. J{ng HBOTO 11€ OyNia piKicHa MOXJIMBICTH MTOOYTH caM Ha caM 3 CO0O0I0
Ta MHCTEIITBOM.

[{ixaBuii emizo/, OB’ sI3aHUN 3 KPUMCBKHUMH TUICHEPAMU, 3Trajly€e Xyma0xkK-
HULS, @ Ha oyaTky 1980-X pokiB — CTyJ€HTKa OJJHOTO 3 OcTaHHIX HabopiB [e-
ramsaHa, Okcana ®@ypret. 3aranbHa IyMKa CTyIEHTIB Ta KoJjier ['eramsiHa mpo
HBOTO 3BOAMJIACSA JO TOTO, IO 1€ CBOEPiAHA, aje MIAKPECICHO BUXOBaHA Ta
npuBiTHA JroauHa. SAkock OKcaHa cTajia CBiIKOM a0COIIOTHO HEXapaKTEPHOTO
BunHKa Banepis [eramsna. PucyBanu ¢irypy JiTHBOI XKIHKH, 110 cuauTh. Ha-
TypHHIlS Oyna GakTypHOI, yato0iaeHoi ['eraMsaHOM BeTUYHOT CTaTypH, ajie mpu

bOMY HIKOJIM /10 TOTO HE IMpaloBaja 3 MalCTPOM 1 HE 3Haja WOro BUMOT J0



MOBEIHKM HAaTypHUKIB. BoHa BusiBUnacs nyxe 6anaky4doro Ta BIEPTO HE TTOMi-
yaja JieJib CTPUMYBAHOTO pO3JIpaTyBaHHS XyJdoKHUKA. Hapemrri, uepes roguny
ii Oe3nmepepBHOi OanakaHMHU BIH HE BUTpUMaB 1 rapkHyB: «Harypa! 3akpuit
pot!» IlincTpubHynu Bci, BKIOYHO 3 HaTyporo. 3a 3ragkamu OkcaHu, 11e OyB
€IMHUHN B1IOMUM i1 BUNIa 0K, Koyiu ['eraMsH 103BOJIUB cOO1 MPOIEMOHCTPYBATH
HEraTUBHI €MOIIii Ha ajpecy 1HIIOI JoaAuHU. TBopUicTh Oyiia HOro CyTTIO, JJIs
HBOTO B MPOILIECI CTBOPEHHS KAPTUHU HE ICHYBaJIO HIYOT0, OKPIM CaMOTo MpoIie-
cy. llogenny npairto I'eramsiH BBakaB OCHOBOIO MalCTEPHOCTI.

Cyxa aHaJiTU4YHa CHCTEMa PUCYHKY, Ky po3poouB Banepiit ['eramsh,
BUMarajia BiJ CTYACHTIB I[JIKOBUTOTO 3arjiMOJICHHS Ta MOBHOI caMOBIjja-
yi. [le HACTUIPKU TMOMIMHAIO MOJIOJUX XYTOXKHHKIB, IO JEIKUM 3 HUX I1CIISA
3aKIHYEHHS HaBYaHHS JOBOJUJIOCS KIJIbKa POKIB BiJ HEi «BIAXOIUTH», 100
3HAWTH BJIACHUM CTWIb. BTiM, HallKpaiiow XapakTepUCTUKOK IMeAaroriaHoi
JISUTBHOCTI MalcTpa CIYTyIOTh KOMEHTapl KOJIET Mpo Te, 110 yuHiB ['eramsina
Jerko Bmi3HatH. [IpuunHa TOMYy — BUHSITKOBO CKPYMYJIbO3HUM 1 MATEMATHYHO
BUBIPEHUN PUCYHOK.

B Tangemi 3 I'eramsinom Oararto pokiB mpairoBana 3iHa JImutpiBHa bo-
pHUCIOK. SIK TpaBuiI0, BOHU BEIW OAHY TpyITy: [ eraMsiH BUKIIa1aB PUCYHOK 1 KOM-
MO3MUIIi10, a BOHA — kuBonuc. Ha 11 mymKky, ['eramsn OyB ckiiaJHOI0 OCOOHCTICTIO,
B HbOMY MO€JHYBAIIMCS P13HI IKOCTI. 3 OHOTO OOKY, BiH OyB JyXe KyJIbTYpHUM,
MOPSIAHUM, YapiBHUM. 3 1HIIOTO OOKY — MPHUHIIUIIOBUM, 3 TOCTPUM MOUYTTAM
BJIACHOI TJIHOCTI. B HbOMY 3aBXAM BiUyBajacs AUCTaHLIs, HOTpanuTH 10 Ba-
nepis I'eramsina B «ONKHE KOJIO» Oyl0 MPAKTHUYHO HEpeadbHO. A OTpUMAaTH
3ampoIIeHHS 10J0MY ¥ MOTOTiB. MalyTh, TIIbKU OJIHIN JTIOAUHI 3 aKaJIEMIYHOTO
CepeIoBUIIA BAAJIOCS MO-CIPABKHBOMY 30JIM3UTUCS 3 MaiiCTpoM — BalleHTuHY
3axapueHko, MPU TOMY, III0 BOHM HaJIEKaJIW 10 PI3HUX MOKOJIHb, MaJU Pi3HI
CMaKu B MHUCTEITBI, BIIPI3HSIUCS TEMIIEpaMEHTAMH Ta METOIaMH POOOTH.

B pucynky oniBieM uM BYyruuIsIM mo cuctemi leraMmsiHa cuibHa paitio-
HaJbHA CKJIQJIOBa MepeBaXkae HaJ eMOILIHOI0. AJle, SIKIO TOBOPUTH MPO HOTO
’KHMBOITHC, TO BIH IT030aBJIeHHI TaKoi 0COOJIMBOCTI M IIIJIKOBUTO 30aJIJaHCOBAHUI
(mox. 14). «Cucrema l'eramsiHa — 11e BUIIla MaTeMaTHUKa IUIACTHUKH, II€ METPO-

JIOT1sl KOJIIPHOI TJISIMM, 11€ CUHTAaKCUC aHaTOMIi, 1le nepe0adyeHHs] alropuTMIB
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KoMI toTepHoro 3D-moentoBaHHs, HapeITi, IIe pelliriiiHa JOKTprUHa) — BU3HA-
gyuB cyTh MeToaa ['eramsina Onexcanap PoittOypa [34].

Oxcana ®yprer BBaxae, 10 cucTema leraMmsiHa, 3aCHOBaHa Ha Iep-
BUHHOCTI ()OPMH Ta KJIACHYHOMY PUCYHKY «BI1J KyOa», Oyjla HUM JIOBeleHa 10
Oe3moraHHoCTi. BiH HaB4aB «orpaHioBaTu» I1ed KyO, OyKBaJIbHO BHpI3al0yu 3
Hboro ¢popmy. [Tokazysas, 1110 06’ €M MOXe 3’ IBUTHCS B pOOOTI JIUIIIE, KOJI TPaHb
JOCSATHE IUPUHU He Outbine mimiMeTpa (moxd. 15). Kareropuuno He Bu3HaBaB
pPO3TYLIOBYBaHHS Hl BYTULIs, HI OJIBIS, BBaXKarouu ii xantyporo. /o peui, cam
XyJIO’KHUK HIKOJM HE KOPHCTYBaBCS JIACTUKOM, a, IPAIIOI0YU HaJl BEITUKOPOp-
MaTHUMH PUCYHKaMH, BUKOPUCTOBYBAB JIMIIIE BEJIUKY JiHIMKY Ta ONiBEIb.

Ha nymky Bacuns PsGuenko, 1me oqHOro OJMCKy4YOTo y4HS MaecTpo, PiB-
HUX TAaKOMY pUCYBaJIbHUKY, sik Banepiit ['eramsin, cborogni Hemae. «Ilam’stato,
BiH MPUIIIIOB, CKJIEIB 31 HIMAJIep MOJIOCY — METPa 30 TPU BUCOTOIO, MIBTOPA 3aB-
mupiiku. [ pucysas. I e Oyno mpocto reHianbHo» (qoa. 16) [35].

TBopuicTe Ta BukiamanTBo Banepis ['eramsina HOCSATH BIABEPTO CUHTE-
TUYHUN XapakTep. OOuABa BUIM HOTO A1SIBHOCTI MalOTh B OCHOBI KJIACUYHI €B-
pPOTEHChKI XyIOKHI TpaJuIlii, ajie B pe3yJIbTaTl XapaKTepU3yrThCs IIITKOBUTOIO

HOBH3HOIO.



PO3/IJ 2. XVJIOXHII BCECBIT B. TETAMSHA

2.1. KonmopuT 1 KOMIIOHYBaHHS HaTIOPMOPTIB Ta MEH3axiB.

Jns Banepis ['eramsna HenpumycTuMe JE€rke, IpOHIYHE CTAaBJIEHHS 0
mucrtenTBa. BiH Takoxk He 0a4uB CEHCy 3arpaBaTd 3 [JIAa4eM YW MPOTEryBa-
TH MOMY 3 MO3HMIIi TBOPLS. 3a BCE KUTTS JIYEHI pa3yd BUCTABIISIBCA M HIKOJIU
HE IPOJIaBaB CBOIX POOIT, X04ua MIT 3pOOUTH YCIIIITHY Kap’ epy MOPTPETUCTA Ta
OyTu 3aTpeOyBaHUM B LbOMY aHpl — /K€ 3aKIHYMBIIM XYJOKHIN 1HCTHUTYT,
MOJIOJIMM XyJTOKHUK OJIpa3y K OTpUMaB peKoMeH a0 B XynoxHii ¢oua Bi-
pMeHii 3 0cCOOIMBUM aKIEHTOM Ha Horo npodeciiiHi AsKkocTi nopTpetucta [81].
Pik, 1o cBoro mepei3ay 10 MockBu, BiH 3aBiayBaB B Xyq0KHbOMY (OH/II TTOP-
TPETHUM 1I€XOM, [0 CaMO MO c0o01 Mpo 6araTo rOBOPUT.

3apa3 Banepiit ['eramsiH BigoMuii, mepi 3a Bce, sIK aBTOP BEIUKHUX CIO-
KETHO-TEMAaTUYHUX MOJIOTEH 1 MOPTPETIB, ajl€ U <JIETK1» KaHPU HE BIAKHJIAB.
[Teif3axxi Ta HATIOPMOPTH BiH BBa)KaB HEB1JI'€MHOIO0 YaCTHMHOIO HaBYaHHA pe-
Mecily XyJ0oKHUKa. BiH BBaXkaB, 110 TUIbKM CIIOCTEPEKEHHS Ta CIIIAYBaHHS 3a
IPUPOJOI0 MOKE PO3BUHYTH B MOJIOZOMY XYJIOKHHUKY KOJOPUCTUYHHUI TaJIaHT.
A BIIpaBH B HATIOPMOPTI AaAYTh HOMY BIIUYTTs KOMIIO3ULI1IHOI piBHOBaru. Cam
Maiictep OyB O€3KiHEYHO BUIbHUMN BijJ OyAb-IKHUX JOTM, K y MEPIIOMY, TaK 1 B
npyromy. Moro masneHuil KOIOPUT i CKJIaHi, YaCOM HABMHCHE QUCTapMOHIiNHI
KOMIIO3HII1T MOXYTh BUKJIMKATHU 3aMIIIIaHHS, aJie 3aBK A1 MOPOKYIOTh OaXKaHHS
NOTJITHYTH YBaXKHIIIE.

Bimomi mimi cepii nmel3axiB: 0J1eChKi, BIPMEHCBKI, KapIraTrchbKi, KPUMCHKI.
Takox € psiz poOIT, K1 XyJO)KHUK CTBOPIOBAB 1O MaM’sTl. SIK NpaBuio, e BUAH
I'erapna (in., karan. Homep 313/c. 185, xaran. Homep 383/c. 186, karan. HO-
mep 384/c. 186, karan. Homep 402/c. 186). o peui, aesikl TBOpH L€l cepii
JIOCUTD BIAJIO UTFOCTPYIOTh TBOPYI MOIIYKH MaicTpa Ta PI3HULIIO y COPUNHHATTI
nen3axiB B 3aJIEKHOCTI B1JI BUKOPUCTAaHUX NpuiiomiB. KoMmno3uuiitHo pobotu
MaJio YMM BIIPI3HAIOTHCS ofHa Bija oaHoi. [IpoTte, pizHuIg popM 1 KOIbOPiB Bij-
OMBa€eThCS HA 3arajlbHOMY BPa)KE€HHI B1J] TBOPIB. b1kl y3aranbHeH1 CUITyeTH Ta

NpUIIyIIeHa KOJIOpUCTUYHA rama (111., katan. Homep 402/c. 186) HagaroTh 1ei-
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32Ky €CKI3HOTO XapakTepy. 30BCIM 1HaKIIe CIpUiMaeThcsi poOOTa 3 BUKOPHC-
TaHHSM SICKPABUX JIOKAJbHUX IJIAM (U1., kKatan. Homep 384/c. 186). A YITKICTh
¢bopM, HACUUYEHICTh Ta KOHTPACTHICTh KOJOPUCTUKHU YAaCOM B3araji HaOImxKy-
I0Th OT0 TBOPH 10 TeaTpalibHUX JIeKopauiil (1., karan. Homep 383/c. 186).

[Iomita ['eramsin pa3oM 3 rpyIoro CTYICHTIB BUPYIIIaB Ha MpakTuky B Kap-
natu ado Kpum. Ls Tpagunis Oyna HE3MIHHOKO MiI4ac BCIX BAIUATH POKIB HOTO
BUKJIaJIaHHA. 3apaHHs BiH JOKJIAJIHO JOMOBIISBCS 3 KEPIBHUIITBOM Ha MICIISX MPO
PO3MIIIICHHS Ta Xap4yyBaHHS CBOIX MiJOMIYHKUX. AJie, BApTO 3a3HAYUTH, 11O MPHU
IIbOMY HE HAJTO MparHyB OyTH HSHBKOIO JUIsl CTYJICHTIB Ta M0 MPUOYTTIO BCUISKO
HaMaraBcsl 3HSITU 3 ceOe TArap BIAMOBIAAIBLHOCTI Ta BijaaTucs TBopyocTi. Ba-
JICHTUH 3aXapueHKo 3rajlyBaB, ik ofHOro pasy B Kpumy ['eraMmsia 31 CIpUTHICTIO
(doxycHHMKa M030yBCsl CBOET IPYIH, NEPEIOPYUUBIIH i caMOMy 3axapyeHKOBI, a
caM THM YacOM HAcCOJOPKYBaBCS THIICIO Ta MOBHICTIO 3aHYPHUBCS B KUBOITHUC.
[Tpu yoMmy, BIH HaBITb HE NIOMITHB, SIK MOJIOJIUM BUKJIAJla4 PO3PHUBAETHCS HA Ya-
CTUHU, HaMaralo4rch 310paTu Ta OpraHi3yBaTH KiuIbKa JECSATKIB CTYICHTIB, IO
Bpa3 BIIUYJIM CBOOOAY 1 O€3KapHICTh. 3a3BUYail, MiCis BiA 131y CTyAEHTCHKOI Ipy-
iy, Banepiit ['eramsn HamMaraBcsi 3HANTH MOXKIIMBICTD 3aIUIITUTUCS I1I€ HA K1JIbKA
TWKHIB, CIIOKIMHO BIJIMOYUTH B1Jl BUKJIaJaHHs Ta monpaitosaru. [1i1 yac BiacHo1
BIJIMMYCTKH B IIICTECATI Ta CIMICCATI pOKH BiH JICKIJIbKa pa3iB 3 POJIUHOIO OyBaB
Ha 0aThKIBIIMHI, B ['apHi, e TaKOXK MOCTIMHO MKUCAB MPUPOY.

Kapmaru, Kpumcebki ropu Ta ['eramcekuit Xxpedet — penbedu 3 30BCiM Biji-
MIHHHUM KJIIMaTOM, KOJIOPUTOM, XapaKTEPOM 1, 3BUYANHO, icTOpieto. Bonu Bi3Ha-
BaH1 Ha KapTUHAX *KHUBOIMUCIIS, HE TUBJISYHUCH HA BIJICYTHICTH MiAMuUCiB (171., Ka-
tajn. Homep 71/c. 185, xaran. Homep 179/c. 184, karan. nHomep 281/c. 187).
JlesKi JOCTiTHUKY 3HAXOATh TIEBHY MOAIOHICTh KaBKa3bKUX Mei3axiB [ erams-
Ha 3 neizaxamu Cap’siHa. Ha moBepxHi jexarh 6€3MexKH1 KOJTOPUCTUYHI MOXK-
JMBOCTI BIPMEHCHKUX XYIOKHUKIB 3arajioMm. B TakoMy pakypci, 3BICHO, MO10-
HicTh kuBonucy Cap’siHa Ta ['eraMsiHa oueBHIHA. AJie BIIMIHHOCTI 1€ OUIbII
icToTHI: MaHepa Maptupoca Cap’sitHa M’sKiIa, Jipu4Hilia i OUIbII KaMepHa,
B TOW yac, K cTWib [eraMsHa 3HAYHO KOPCTKIMIMNA Ta MOHYMEHTAJIbHIIINMA.
Kusonuc I'eramsHa — 1€ *KHUBOMUC JOKAJIBHUX KOJIPHUX IUISAM, B Ie3axax

BIH HE 3paJ[)Ky€ BIACHIM MaHepl Ta, HE JUBJSYUCH HA IOCUTh JKOPCTKY (hopmy,



YCHIIITHO CIPABIISIETHCA 3 TOJTOBHUM XYJI0’KHIM 3aBJIaHHIM — BUPA3HICTIO 00pa3y
(i71., karan. Homep 57/c. 184).

HatropmopT, sik 3acTuria i, MOKHa CKa3aTH, IITy4YHa MOOy1oBa B TBOP-
YOCTI Xy/JOXHHKa BEeJIbMHU MalicTepHa. MaiicTepHa IITy4HICTh — 1e npo lera-
MsHa. B ciMeitHoMy 310paHH1 Ta, MEHIIIE, B PUHKOBOMY O0ITY € TIeBHA KUJIbKICTh
TEPIIOKIACHAX HATIOPMOPTIB. [X 3aBkau 00 €IHYIOTH [Ba ACHEKTH: CXOXKHI
KOJIOPUT (BC1 BOHM BHUKOHAHI B TEIUIIH YePBOHO-TIOMapaH4eBiii raMMi) Ta BEJIU-
Ka KUIBKICTh TPEAMETIB B KOMMO3UIlisAX. ['eramsiny OyJiu IIJIKOBUTO HE I[IKaBi
paBUIbHI MPOTOPIIii, CIiTyBaHHS ONTUYHUM 3aKOHAM Ta 1HIII O3HAKU peaic-
THYHOTO MUCTENTBA. FIoro HaTIOPMOPTH — CHMBOJIH, KOJH, a He (oTodikcartis
niicHocTi (1., karan. Homep 143/c. 191, karan. Homep 153/c. 190, xaram.
Homep 161/c. 190). B Pagsaacekomy Coro3i 1960—70-x pokiB, a came TOJ1 CTBO-
proBajucs 111 poOOTH, MOAI0HE MUCTEITBO, a0COIIOTHO €BPOIEHCHKE 0 CYTi, HE
3HaXOAWJIO BIATYKY B CEPUSAX KyJIbTYPHUX (QYHKIIIOHEPIB.

Apmen Arasa B 1970-T1 poku i yac cBoro nepedyBanHs B Ojieci 3 BUCTaB-
KOO BIIB1JaB KBapTUPY CBOTrO OJHOKYpcHMKa Banepis 'eramsina, 6auuB iioro po6o-
TU 1 3BEpHYB yBary, 1o Toi 4epe3 HepO3yMIHHS HOT0 Xy/I0KHBOT MOBH KOJIETaMHU
CTaBaB HEPBOBUM 1 111€ OUTbII 3aMKHYTHUM. AJie BCE OJTHO HE MpaItoBaB y KoM(popT-
Hilt 17151 Coro3y XyJOKHHUKIB MaHepl i He 3HaXOUB JJisi cebe MpUBaOIMBUM COIIpe-
ani3m. [Ipu upomy BiH, 3BUYaifiHO, HE OyB aKTUBHO MPOTECTYIOUUM XYJIOKHUKOM 3
e(heKTHUMHU, ajie TOBEPXOBUMHU, XyJIOKHIMH BUCIIOBIIOBaHHSAMU. B anierpayHy Bin
HE MparHyB, BIH HUM 30BCIM HE L[IKABUBCS, BBAXKAIOUU HOro 0€33MICTOBHUM.

3a3Buuaii HaTropMopTH Banepis ['eramsiHa MICTSTh €THIYHY CKJIaJI0BY: J0-
MAIIHE HAYWHHS, TEKCTUIb Ta MPEIMETH MOOyTy Horo OaTbKiBIIMHU, PPYKTH Ta
xJ110, ToOTO HabOpU MPEIMETIB-CUMBOJIIB, sIKI B HAPOJHINA CBIJJOMOCTI acoIIifo-
I0ThCSL 3 OJIaromojyqusiM 1 AOBromitTsM (U1., Katai. Homep 143/c. 191, karan.
Homep 162/c. 191, xaran. nHomep 165/c. 192). Onnak, B ux poOoTax aBTOp MIir
300pa3uTH i BUMAIKOBI IOE€JTHAHHS TPEIMETIB, K1 PUBEPHYJIU HOro yBary Qop-
MOI0, KOJTbopoM abo daktyporo. Jlo Toro >k I'eraMsiH He BUPI3HSABCS CEHTUMEH-
TaJBHICTIO Ta CXWJIBHICTIO A0 POMaHTHU3alli HapoaAHOi AilcHOCTI. Cepen 1HIINUX
’KAaHPOBHX Cepili He 3ycTpiuaroThes MOAiIOHI MOTUBH Ta HacTpoi. Moro B3arani

MaJio LIKaBUJIO MPUBATHE MOOYTOBE KUTTS JIFOACH.
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[IpocTi sickpaBi pedi «po3KuAaH1» B MPOCTOPl KapTHUH, BOHU MOXYTh 3a-
MOBHIOBATH BCE TOJIE pOOOTH, MOXKYTh «BUBAIIOBATUCS» 3a MeXi KapTuHuU. Lle
MJICUITIOE BPAXKEHHSI BUIMAJKOBOCTI Ta (hparMEeHTapHOCTI 300paKeHHsI, SIK Ya-
CTUHH YOTOCh O1IBIIOr0, TOTO, 1110 ICHYE B peaJlbHOMY MPOCTOPI i vaci (111., Ka-
tain. Homep 341/c. 191, xaran. Homep 165/c. 192). Komnosuiiiiuuii npuiiom,
KOTPHI1 4aCTO BUKOPUCTOBYIOTH TINEPPEATICTH IS MiAKpecIeHHs (oTopeanic-
TUYHOCTI 300paKe€HHs, B JAaHOMY BHUIAJIKy CIY>KUTh MPOTUIICKHUM 3aBIaHHSIM:
y3arajbHEHHIO PeajlbHOCTI Ta 3BEJICHHIO 11 00’ €KTIB 10 CUMBOJIIB.

Tpagumitiai aius ['eramsHa BiICYTHICTh TTTMOMHM Ta aKIEHTOBaHA TIJIO-
MIMHHICTH 300pa’keHHs, THM HE MEHIII, J03BOJISIOTh, X0Ua i YMOBHO, TIepeiaTu
daxTypy npenmetiB. Kepamika, TEKCTUIIb, METall, 1EPEBO HE BIAUYBAIOThHCS
rs/1a4eM, He BUKJIMKAIOTh HAaiBHOTO MOAMBY HATYpPaJIICTUYHICTIO 300paXeHHs,
aJie BOHM IIIKOM BIIi3HaBaH1, i aBTOPY IIbOTO JIOCTAaTHLO. AJKe MOTO 3aBJaH-
HS — HE CTBOPUTH XYNOXKHIA ()parMeHT A1IMCHOCTI y BUIMIAAL (POTOJOKYMEHTY,
a MoKa3aTH, 1110 CIPaBXKHs PealibHICTh HABKOJIO HAC, IKOIO MU TaK JOPOKUMO 1
AKOi TaK TPUMAEMOCSI, — YChOTO JIMIII€ YMOBHICTh 1 CHMBOJI HAIIOTO X MPO Hel
ySIBJICHHS.

SIckpaBuUM CBIJUYEHHS LILOTO CIYTy€ CBOEPIAHE KOMIMO3MULIITHE BUPIILIECH-
Hs y «HattopMopTti 3 migHuMm Tazom» (i1., karai. Homep 341/c. 191). I piu
HE CTUIbKHM Yy pO3TallyBaHHI NMPEIMETIB Y MPOCTOP1, CKIJIbKU Y MOJOJaHHI I1a-
OJIOHHOTO YSBJICHHS MPO HEOOXIAHICTh YITKOI «TOPU30HTAI» YU «BEPTHUKATI».
['eramsiH cTBOpIOE «Jl1arOHajb», IPUUOMY y MPSIMOMY CEHCl LbOrO cioBa. BiH
nigiiiMae JIBUM KyT CTOJY, 3MYIITYIOUU MIPEAMETH «31CKOB3YyBaTH». JJuHaAMiuHO-
CTl JI0AAaI0Th CMYTacTHUH Ta MICTPSABUN MAJIFOHOK CKaTE€PTHUHHU, OOTIUHI QopMH
300pa’k€HOr0 HauMHHS, 110 Haye CKOYYETHCS JOHU3Y, a TAKOXK 4acTO U KBaBO
NOKJIaJIEH]1 Ma3KHu.

HatropmopTtu Banepis ['eramsina 3arpeOyBaHi y KOJEKI[IOHEPIB Ta PIAKO
TPAIUISIIOTHCS HA PUHKY TIPEIMETIB MUCTEITBA. AJle cepel IUX TBOPIB € CBOE-
PIJIHI: aBTOp YaCOM BUKOPHUCTOBYBAaB OOMIBI CTOPOHH KapPTOHY JJIsI >KUBOTIUCY —
ciMeifHe 310paHHs MICTUTh K1JIbKa ABOCTOPOHHIX po0iT. Ha oqHOMy 60111 ocHO-
BU MOXHa 1M00aYUTH HATIOPMOPT, HA 3BOPOTHOMY — ()parMeHT CIO)KETHO-TeMa-

TUYHOI KapTUHHU a00 yMOBHMI nopTpet (nox. 17).



2.2. Apxaika Ta HOBaTOPCTBO KMBOIMCHOTO «0aJIETHOTOY IHUKITY.

OpnuMm 3 HaWOUIb edekTHUX HUKIIB poOiT Banepis [eramsana e «ba-
aet». Takoro yMOBHOIO Ha3BOIO 00’ €IHAHA Cepisl )KUBOMTMCHUX POOIT, HANTMCAaHA
B KiHL1 1960-x Ta 1970-T1 poku B Oxeci. baneTHi MOTUBI Oyb-SIKOMY Xy10KHU-
Ky J1y’K€ HEJIErKO BapiloBaT B HOBOMY KJitodui. [IpuunHa nossirae y Tomy, 1o J10
TEMU TaHI[IO MPOTATOM HE OJIHIET eMOXu 3BepTajiocs 0e3/id MalcTpiB — HAJTO
BXKE€ BHUTIJHA I TeMa 3 TOYKH 30py METOJIB 00pa30TBOPUYOCTi, KOMITO3HUIIIHO
npuBalIMBa, pUTMIYHO BUTpalliHa. TaHIIBHUIb 300pakaiy e APEBH1 €TUNTS-
HU, a 3aXOIUIeHHs [eraMsHa €rMNeTChKOI0 JaBHUHOIO BiJjoMa Ta MiATBEPIKEHA
3anmucaMu B 0COOMCTOMY HIOJEHHMKY. [[yxe 1ikaBi 300paxKeHHs akpoOaTokK 1
TaHI[IBHUIIb y JAPEBHIX I'PEKIB, MOYMHAIOYH III€ 3 KPUTO-MIKEHCHKOTO MEpiony,
BILIMB SIKOTO HE BaJKKO BrajaTu B napi kaptoHiB ['eramsna 1970-x pokis. Baxko
BCTOSITU TIepe]] ImapMoM OaneTHux nacrteneit [lera, ioro  OpoOH30BOIO IOHOIO
TaHIIBHUIICIO, HE 3aXONUTHUCS CMIJIUBICTIO Ta HE3BUYHICTIO OaueHHsI B TBOpax
ne Tynys-JloTpeka, siki cTaiu Of0I0 CBITY clieHH. He Mo)ke He 3axonmuTH yBa-
Iy TearpajibHa AEKOPAaTUBHICTh OAJIETHUX Ta TeaTpaJlbHUX MOTUBIB POCIHCHKUX
MmaricTpiB CpiOHOTO BIKY — BCE 1€ HaJIUXa0 0ararbox XyJ0KHHKIB.

He ctaB BunsATKOM 1 ['eramsin. Bece )KUTTS HOro 1IKaBUIIO JIOACHKE T1JO.
[IpaBna, He K 1HAUBIAyaJbHA XapaKTEPUCTHUKA OKPEMOI OCOOUCTOCTI, a CKO-
piil, sk ecteTuyHa popmoTBOpua Kareropis. [lonoTHa Ta KapTUHU BEJIMKOTO
po3Mmipy 3 cepii «baneT» 1eMOHCTPYIOTh MOHYMEHTAJIBHO MOTYKHI T1J1a, 3aBXK-
I B BUJOBUIIHUX paKypcax, 3 1icaibHOI0 MpopoOKoto ¢popMu abo 3 rinepodo-
nizaniero uux popm (1., karan. Homep l1/c. 171, xaran. mvomep 13/c. 171,
karan. Homep 21/c. 171, karan. mHomep 85/c. 172). Tino cayrye OyniBelnb-
HUM MaTepiajioM JJIs KOMMO3HUIIHHKUX 3aayMiB XynokHuKka. bameTHi oOpas3u
neH3ns ['eramMsiHa mpUBEpPTAIOTh yBary LIJIKOBUTO JUCOHAHCHUM PIIICHHSAM —
BOHHM MPSIMO CyIlepeydarh YCTAJICHOMY YABJICHHIO, aCOI[IaTUBHOMY CIIPUIHST-
TI0 O6anety. CTuXis TaHLIO — 1€ MEepIl 3a BCE KPUXKICTh, JIETKICTh, Kpaca pyxy,
BUTOHYEHICTh PUTMIKH. [ €ramMsH ke TpakTye cBOi 00pa3u aOCONIOTHO 1HAKIIIE,
HE BIJAXOJSIYM BIJI CBOTO 3BUYHOTO XapakTepy MEPCOHAXIB, Bl TUMI3alll Ta

MiIi. JIumn 3pijgka BiH BAAETHCS 0 1HAKIIOTO MOTPAKTYBaHHS, ajie M B TaKHX
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BUIMAJKaX HE BIHUCYETHCS B 3aTaJIbHONPUNHATUHN 11a0JI0H 00pa30TBOPUOCTI B
KOHTEKCT1 0aJI€THOTO CBITY.

PoGotu cepii myxe nekopaTUBHI Ta CUMBOJIIYHI (1JI., KaTajd. Homep 33).
O6pazodopmyBanus ['eramsina B 11i#i cepii TBOPiB, MaOyTh, HAO1IbIII HE3BUY-
He. TaHenp 3aBX /a1 acOIII0BaBCs, MEPII 32 BCE, 3 JIETKICTIO, TPO30PICTIO, Tpalli-
€10 00pa3iB, aje ['eramsiH 1aMae BC1 CTepeOTUIH: 00pas3u TaHIIBHHUIIb, K1 OyJIH
cTtBopeHi HUM B 1970-Ti poKH, SIK 3aBXK]IH, JOBOJI BaXKKi, T€aTPaJIbHO-TUIONIMH-
H1, cxemaTuyHl. [1o cyTi, ne TunizoBaHi 300paxeHHs. B kKoxHii 3 poOIT Xym0Xk-
HUK TUIIE He KOHKPETHY MOJIeNb, 110 HAaJUXHYJa HOoro, a y3arajibHeHui o0pas,
B1Jl TOTO, XTO HaJUXHYB MOro B poOoTax HE 3aluIIaeThea U caixy. DakTuyHoO,
Ta YM 1HIIIA MOJEJb (SKIIO BOHA i Oylia) MPOCTO CIyryBajia MOIITOBXOM IS
BUHUKHEHHS 0a)KaHHs pUCYBaTH, IUCATH, ajie He OlIblIe, BOHA JUIIE TPOBOKY-
BaJla CIUIECK HAaTXHEHHS Ta BIAXOIWJIA B TIHb.

['eramsH 3Mily€e akIEHTH 3 3araJbHONPUUHATHOTO OISy Ha IPUPOIY
TAHINIO HA POJIb MUCTEITBA B I1ioMy. Moro GanepuHn — He OKpeMi BUKOHABH-
11, [0 CJAKYIOTh 32 Baroro Ta BiITOYCHHSAM BJIACHOT MalCTEPHOCT1, HE BUTO-
HueHi Tepricixopu, a JaBH1 K CBIT YOCOOJIEHHS BaXKKO1 Mparli TBOPIIsl, BIYHOTO
3apy4yHMKa MUCTENTBa. YCIM BiJOMUI BUpa3 MpPO MUCTEUTBO, 110 MOTpeOye
xepTB. Tak, giicHo moTpelye, 1 HAUOUIBIIOIO KEPTBOIO € Hi XTO 1HIIUMN, K
cama smtoauHa. [I[puMXIuB1 TaHIIOBaJbHI Ma y CBITJIl paMIM BUIJIAIAIOTh Ha-
poYy/ JErko Ta MPUPOJIHBO, ajie sl CTBOPEHHs e(eKTy 1€l Jerkocti Oa-
J€PUHM JOKJIAJAal0Th TUTAHIYHUX 3yCUJb. |, BIacHe, TaKUMU i 300paxye ix
['eraMsiH — >KiHKaMHU-TUTaHAMM.

[ndopmariis, o HeIaBHO 3’ sIBUJIACS, A03BOJISE O1IbII YITKO BU3HAUUTH
mxepena intepecy leramsina o temu. [lo minii marepi y Banepis Oymna poany-
ka — Jlaypa Bapraunsn (1942—-1994 pp.), Bigoma BipMEHCbhKa TaHLIBHULS Ta aK-
Tpuca KiHo. Bona orpumana npodeciiiny xopeorpadiuny ocBiTY, MpalroBajia B
AHncam0Oi1 TicH1 1 TaHlo BipMeHnii, a B ciMecaTi poKu 3Hsiacs B OJMHAIIATH
YCHIIHUX KiHOKapTuHaxX «BipMeHdinbmy», 3rogqom emirpyBana B CHIA. Sk-
pa3 Ha 35eTl ii kap’epu Banepiii ['eramsan ctBoproe OanetHy cepito. Jlaypa, gk
1 Banepiit, naponunacs B ['apHi, B ToMy * cimeitHomy nomi Tep-Memikcuiria-

HIB. Y>ke Oyly4H BiJJOMOIO apTHCTKOIO, BOHA HaBilyBasa 0aThKiB B ['apHi, yacto



B iXHbOMY JIOMi OyBaJIM MPEICTAaBHUKU €PEBAHCHKOI TBOpYOi iHTemireHIii. B
uen xe nepioa Banepiit ['eramsn npuizauB 3 poJUHOIO BIITKY Ha OaThbKiBLUIMHY.
Bpaxkenns BiJl apTUCTUYHOT KpaCcyHI-TaHI[IBHUI[ BTITUIUCA B LI cepii Kap-
TUH. be3cymMHiBHO, BOHUM HE € mopTpeTamu Jlaypu, BoHA cTaia TUM IMITYJIbCOM,
KOTpUil TPOOYANB B XyJOKHUKY 1HTEPEC 10 BUBUCHHS HOBOI IIACTUKH.

«baneruuit» )xuBomnuc [ 'eraMmsiHa BUKOHAHUN B KJIACHYHI1M TEXHII MOJIOT-
HO/omis (171., Kataj. HoMepu katai. Homep 29/c. 170, karan. nomep 30/c. 170,
karai. Homep 315/c. 170), kapTon/omnis (i1., katai. Homep 4/c. 172, katai. HO-
mep 21/c. 171, karan. Homep 27/c. 171), a TakoX 3 BUKOPUCTAHHSIM TEMIIEPH
(i1., karan. Homep 13/c. 171, katan. nomep 33/c. 170).

Tpu paHH1 KapTUHU HA TOJOTHI I[IKaBl OUTBII PEaiCTUYHOI MaHEPOIO
NMCbMa, a TAKOXK «MO3AiYHICTIO» 300paKEHHSI Ta TOHKUMH KOJIPHUMU pPillleH-
HsimH. JliaroHanbHA KOMITO3UIlISI HE3MIHHA y BCIX TPhOX poOOTax: BUTATHEHA
¢irypa OajiepuHH 31 CXpELIEHUMH Ha TPyAsSX pyKamH, il 3aKpHUTI 04l — BTUJICH-
HS MmoeTu4Hoi Tparemii. L1 TBopu BUKIMKArOTh Jierki acormialii 3 «Jlebenuaum
o3epom» YaiikoBcbkoro. He BUnagkoBo B JIiTEparypl 0JHa 3 IUX KApTUH Bigoma
i1 HeodiiiHO Ha3BoW «BMmupatrounii 1e6iap». Brim, 1mie 181 poO0OTH Ha Kap-
ToH1 (U1., katan. Homep 11/c. 171, karan. Homep 85/c. 172) nawoTh anwo3i0 Ha
1CITAaHCHKHUM TaHEIlb, OJMH 3 TaHIIB Ha Oany 3irdpuma. Hiskux 1HIKAX, OKpIM
eMOLIMHUX, MATBEPIKEHb LIbOMY CIOXeTy B ['eramsina Hemae. B ocHOBI1 Oaner-
HUX TIOJIOTEH — CUMBOJIIYHICTD Ta ACKOPaTUBHICTh, BOHM HE PO3MOBIJIHI, B HUX
BIJICYTHIH CIOXKET.

Kaptuna «A 15 3roHn» — BEIUKHI, Ba 3 MOJOBUHOIO Ha MIBTOpa METpa,
€T/ 3 HaTypu (11., KaTajl. HoMep 4/c. 172). Monoauit Banentun 3axapueHko
SKOCh 3a3UPHYB B ayAUTOPII0 70 ['eramsiHa 31 cBoero noapyroro Jlromoro Tonky-
HOBOIO, MPEJICTABUB 1X OHE OJTHOMY Ta 3TaJIaB, III0 BOHA 3aiiMA€ETHCS TAHIISIMHU.
['eramsn oxpa3sy 3aropiBcst 1 TyT e MOMPOCUB To3yBaTu. Jltoga Biapi3Hsacs
Bijl ynroOneHoro ['eraMsiHOM K1HOYOTO THITY, Oyjia BUTOHUEHOIO 1 CTPYHKOIO.
Ha xaptiBnuBe 3ayBakeHHs1 3axapueHka: «Bu xx kazanu, mo Bam Taki He mofo-
6atoThes!», ['eraMsiH, mocMixaro4uch, BiAMOBIB: «MaJio 1110 s roBOpuB!» 1 cTaB
nucaru. Aje Bce OIHO Ha KapTUHI onmuMHMIacs He peanbHa Jlrona TonkyHoBa, a

yMOBHa OajieprHa, 110 TOMITHO JIofajia B M’s3ax Hir.
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Konopuctuuno uynoBa «TauuiBHuusg. Biamouumnok» (U1., Karada. HO-
mep 130/c. 166) — HeBenukuid, 3a mipkamu [ eramsina, TBip, aume 140 x 70 cwm.
Sk 1 B O11BIIOCTI POOIT MalicTpa, B Hil BiJICYTHS IMTMOMHA TPOCTOPY Ta BCA yBa-
ra 30cepe/PKeHa Ha MepeaHbOMY IJIaH1 — Ha TaHLIBHMII, 110 CUAUTH CIUHOIO
BITIBOOEpTA B PO3CTEOHEHIH CYKHI JIJII BUCTYTIIB.

I'eraMsiH HaA3BUYAMHO I[IKABO 1HTEPIPETYE CTaH BIAMOYMHKY. L[ pobo-
Ta — IIe OJIMH MPUKJIAJ TOTO, K XyT0KHUKY BIA€THCS MOEIHATH IPALIHICTS 13
BEJIMYYIO KapiaTUAU. 3aMiCTh 3BUYHO PO3CIa0JICHOTO Tijia, BIACTUBOIO JIOUHI,
10 «BUJIMXAE» MICIS BAXKKHX (DI3UYHUX BIPAB, XyJ0KHUK HABIIAKHA BIATBOPIOE
HaInpyry Ta Cuily M’si31B OallepuHH.

['eramsin po3miisiae BilMOYMHOK HE CTUTBKH SIK IPOTUIICKHUM pOOOTI CTaH,
CKIJIbKH fK il HeBil’€eMHy CKJIaJ0BY. IX HEMOMIIBHICTE Ta B3a€EMO3B 30K Oe3y-
MOBHI, SIK BAUX Ta BUIUX. byab-aKkuii mpoiiec notpedye MoCTiHHOT 3MIHU TEMITY,
0 1 0OyMOBIIIOE HOBE HApPOJKEHHS IMIYNbCiB. TyT TakoX MOKHA TPOBECTH
napaJseib 13 pUTMIKOIO CeplieOUTTs, BTIIEHO y Tpadiky Ha kKapaiorpami. Bro-
PY-IOHU3Y, HANPYyKEHHS-PO3CIa0lIeHHsI, BUCHAKEHH-BIAMOYMHOK. CripaBxkHs
mpars 3aBKIu NoTpedye CaMOBIAAHOCTI, IKY ¥ BTUTIOE XYIO)KHUK Y 111l pOoOOTI.
Yac nepenoyuHKy ajis OanepuHu, K 1 IpeicTaBHUKA Oy[b-SKOTrO 1HIIOTO BUIY
MUCTEITBA, — HE 3HAK 3aBEPIICHHS TPEHYBaHb YU BUCTYILY, a JIUIIE MICTOK JI0
HOBOTO €Tamny HamoJernuBoi poOoTu. He3Baxkatoun Ha mo3y Ta 3aKUHYTY TOJIO-
BY, Y KOXHI¥M KJIITHHII Tija TAHI[IBHUIII BiAYYBA€THCS TOHYC Ta Millb. MU Haue
CIIOCTEPIraeMOo 3a pereHepyBaHHSM 1i (I3UYHUX CUJI Ta BHYTPILIHIX PECYpCIB.
Bona He po3cnalsieThcs, BOHa BOMpae Ta aKymysto€e, 100 3HOBY CHaJaxHyTH
KUTTECTBEPTHUM BOTHEM.

Haityactime ¢irypu jenp moMmilarThCsl B MeXax KapTUH |eramsHa.
Xy10)KHUK MHCIUB BEJIUMKUMH (opMaraMH 1 MPUAYMaB LIy TEXHOJIOTIIO
CTBOPEHHS OCHOBU KapTHUHHU. 3 MOJOTHOM Ba)KKO MpalroBaTH, 100 3MiHH-
TH pO3Mip poOOTH, HEOOX1JHO 3MKBaTH Horo. /1o TOro *, MOJOTHO 3HAYHO
3017bIIIy€ BUJAATKN Ha CTBOPEHHS KAPTUHU, YCKIIAJTHIOE TPAHCIIOPTYBAHHS Ta
30epiranHsa. Tomy ['eramMsiH MOCTYNOBO MEPEHIIOB HA KapTOH, KU MOXKHA
OyJo MBHUAKO pi3aTH, CKJEIOBATH, BiH OyB JIETKMM 1 HE BHMaraB B Ipolieci

po0OTH MiIpaMHHKA.



Jesiki 3 «0aneTHux» poOiT, K 3raayBanocs BUIIE, MUCAIUCS 3 BUKOPUC-
TaHHAM TeMmnepu. MOXIMBOCTI IIbOTO MaTepialy SIKHaWKpalle MiAXOIATh SIK
JUIS CTBOPEHHS JIEKOPAaTUBHHUX KapTOHIB, TakK 1 JJii poOOTH HAJl CTBOPEHHSIM
TeaTpajbHUX JIeKopaliil — B ['eramsiHi € He3amepeuHUM Hadajio TeaTpaibHOro
XyJIO>)KHUKA, BIH MIr OyTu npekpacHum cuienorpadom. Kpim Toro, Temmnepa xo-
polMii Marepiall 11 MOHYMEHTaJbHHUX MOJOTEH, a poboTu ['eramsina maiixe
3aBXKIM BEJIMKI 3a PO3MIpOM, 1110, 3BUYaiHO, HE MOTJIO CIIPUSTH CTBOPEHHIO Bijl-
YyTTsI BATOHYEHOCTI OaneTHUuX 00pasiB, 1 {bOT'O BPAKEHHS XyI0)KHUK JIOMaraBcs
IHITMMH METOJIaMH, ajie He KEPTBYBAB pO3MipamMu KapTOHIB Ta nonoreH. Cyme-
PEUNThH 3arajJbHONPUIHATOMY IAOIOHY YsABICHHS Tpo OajeT, mepii 3a Bce, Te,
10 OUTbIIICTh OanepuH B poOoTax ['eramsiHa MIITHO CTOSITh HA 3eMJI1 HA MIITHUX
HOTaxX, B HUX HEMa€ Hi BIATIHKY BUTOHUEHOCTI, 3 SKOIO 3a3BHWYail MOB’A3YIOTh
TaHIIBHUIL. KOMITO3HITIiHE PIIIEHHS KOXKEH pa3 MiJIKPECII0€ MOHOJITHICT Ta
HNOTYXHICTh — BOHO YacCTO MparHe 0 NipaMiiaJibHOCTI, TOOTO HalO1IbII CTIMKOL
dbopmu. Hepinko GaneprHu HE TPOCTO CTOSATH HA 3€MITi, HE JIEIb TOPKAKOTHCS il
KIHYMKaMHM TaJbI[iB HIT, @ CTOSITh, MOI00H1 KOJIOCaM, Ha IITUPOKO PO3CTaBICHUX
HOTaX, Mai>ke 3aBXKIU — MPSIMUX, SIK B PUTYAJIbHOMY KPOIll y JIaBHIX €TUIITSH.
3arajgbHe BpaKCHHS MOCUIIIOE W oOpaHa 1Jist O1IBIIOCTI MOPTPETIB OaliepuH 3a-
HUYKEHA JIIHIS TOPU30HTY Ta PAKypC «3HU3Y».

[{ixaBoto € 1€ OJHa 3aKOHOMIPHICTh: Malke 3aBKau PIrypu TaHI[IBHUIIh
3aKOMITIOHOBaH1 TaKMM YHMHOM, II[0 CTOIMHM 3pi3aHi — Take PilIeHHs OyJlI0 CMIJu-
BUM TTOPYIICHHSIM OCHOBHHX 3aKOHIB KOMITO3HIII1, aJIc HAIIeBHE HABMUCHHUM: TaM,
JIe KOMITO3HMIIIS Tependadyae HassBHICTh CTOII, BOHM BCE K HE MPOPHUCOBaHIi, TOOTO
BIJICYTHI TaKOXX HaBMHUCHE (1., Kataj. Homep 97/c. 172). Taka puca npuUCyTHs B
pobotax «banepuna B Gimomy» (i71., kKatan. Homep 11/c. 171), «banepuna 3 nBo-
Ma Bazamm» (1., katan. Homep 13/c. 171), «banepuna 3 BUCOKUM KoMipom» (1.,
kataji. Homep 85/c. 172), «Oronena 6anepunay (1., katai. Homep 21/c. 171).

B GaneTHnx motuBax IeramsHa MpUCYTHS IiKaBa Mapaieib 3 TaBHbOTPEIlhb-
KUMU MOTUBaMH, TPUUOMY HE 3 KIIACHYHUMH, OLTHIIT 3aCTTIOKOEHUMH TUTABHOIO PUT-
MIKOIO Ta 3aBEPIIEHICTIO KOMITO3UIIIITHUX CXEM, a IlI€ 3 apXaluyHUMH, HaBITh KpH-
TO-MIKCHCHKUMHU. B Takux poborax Baxko 00iiTHCs Oe3 acorialiiii: aech — 3 ppec-

KaMU MIHOMCBKOTO mepionay (u1., katan. Homep 33/c. 170), nech — 3 apxaiuHUMH
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KOpamH 3 IXHBOIO CUMETPI€I0 Ta MPEACTOSIHHSIM (1., Karan. Homep 13/c. 171). Li-
KaBo, 10 OCKUIbKU (PIrypH KpeMe3H1 Ta MyCKYJI1HHI, HIOW MO-MiKeIaHKETIBChKH
BUpPYOaHi 3 OpMIIH, CKOpIIIIE HAIIPOITYETHCS Mapaliesib He 3 KOpaMmH, a 3 Kypocamu,
IO CSTar0Th KOPIHHIM B JaBHBOETUIETCHKI CKYJIBIITYpPHI 00pa3H.

B po6orti «banepuna B 6i710My» B HIKHIN YaCTHUHI KOMIIO3HUIIIT TOMITHA
CMyra OpHaMEHTy — napajelnl 3 YHOpHO(PITypHUM Ta YEPBOHOPITYPHUM Ba30Mu-
COM JIaBHIX TPEKIB JIeKaTh HAa MOBEPXHI CIPUMHSATTS Ta aCOLIATUBHOTO PSIY.
[{ixaBo, 110 Maii>ke Bci OaneTHi o0pa3u XyJOKHUKA, B SIKUX MOXXHA IMOMITUTH
JTaBHBOT'PEIbKI HOTH, TETUTl, MOXKHA CKa3aTH — TapsAdl IO KOJOPHUTY. 3arajbHe
KOJIIPHE 3BYYaHHS LIUX POOIT TAKOXK «IEPETYKY€ETHCS» 1 3 1aBHbOIPEI[bKUM Ba-
30IHCOM, 1 3 KPUTCHKUMU (Ppeckamu.

Kpim Ganety, B cimaecsaTi poku ['eraMsiH CTBOPUB psAJl BEIMKHUX YHIBEP-
CallbHUX JXKIHOYMX 00pa3iB (111., kartayu. Homep 1/c. 166, karan. Homep 7/c. 167).
®poHTaNBHICTh Ta CTAaTUYHICTh apXaiuHOTO MHCTEITBA, KOTpPEe CXBaidoBaB I e-
raMsiH, TIOMHOKEHI Ha CUMBOJIIYHICTh Ta MAacCIITaOHICTh, — B PE3yJIbTATI TEepe]
MOIJISIOM MTOCTalOTh BIUH1 OOTHHI: 11032 paMKaMH KpacH Ta MOTBOPHOCTI, J00pa
Ta 37a. BoHu, sik Oy/b-sika cTHuXisi, — 6€3KaabH1 Ta HEBIJBOPOTHI, ajie MPEKpacHi
B CBOIl BeJIUYI.

VY «bnakutHOOKIW» (i71., Karan. HoMmep 1/c. 166) I'eramsiH 3HOBY ameitoe
70 MUCTELTBA apXaidyHOl CKYJIbOTYpPHU Ta MOCTIMIPECIOHICTUYHOTO KUBOIIUCY.
VY cnomisgaabHOCTI Ta MOHYMEHTAJBHOCTI 300pakKeHOi MPOCTEKYIOTHCSI PUCH
JaBHbOETUIETCHKUX CTaTyd. A BEJIMKI OJIAKUTHI, €0 PO3KOCI 04l KOpU Hara-
IYIOTh TIPO 3aXoryieHHs ['eraMsHa 1aBHBOTPEIIbKUM MUCTEITBOM (3HOBY 3HAXO-
JIUMO i1 0e3nocepeiHe 3BEpHEHHS J]0 TPEILKOT0 Ba30MuCy). Y 3arajbHiil nmocra-
Bl Ta BiJICTOPOHEHOCTI TAKOXK MPOCIIIKOBYIOThCS TaiTIHChKI MOTHBU ['oreHa.

JlimnienHs: 06’ €M1B HAOIMXKAETHCS 10 TUIOMIMHHOCTI IIJISIXOM CIPOIIEHHS
Ta y3arajbHeHHs. Benuu o6pa3y B oro HecmimHOCTI. KiHOUYHICTh BUXOIUTH
3a MeXI1 3araJIbHONPUIHATHUX YSBIEHb Ta HaOyBae oBeplIeHOCTI. B naHomy
BUITQJIKy BOHA CIPHUIIMAETHCS SIK MEBHA KOHCTAHTA, He3alie)kHa Ta Oe3yMOBHA
BEJTMYHHA.

«bnakuTHOOKa» 0COOIMBO JEKOpPATUBHA, X04Ya CaM XYJIO0XKHUK, 31 CJIIB yu-

HIB, IEKOPATUBHOCTI1 HE JIFOOMB 1 HE BU3HABAB, BBAXKAIOUH 11 MyCTOIO POPMOTBOP-



4iCcTIO. 3a IpOHIEI0 CBOTO TBOPYOTO TE€HIsA, BCSA XyAOXKHS craamuaa ['eramsina —
nepi 3a Bce, Gopma, yMOBHa, y3arajbHeHa i BKpail JeKopaTUBHA. A TaKoX rpa
3 KOJIbOPOM, MIParHeHHs 0 BUAOBUIIHOCTI: HOr0 KApTUHU — LI MPUKJIAJ] HOBOI
JIEKOPaTUBHOCTI1, HE TTOBEPXOBO-KOM(POPTHOT, sika po3cadisie Ta TIIUTh, a Ti€l,
110 po30ypXy€e Ta NPUMYIILY€E AUBUTUCS IIUPOKO POILIIOMICHUMH OYUMa.

[IpocTip KapTHHU — 3HOBY JIMIIE YMOBHICTh. X0Y aBTOP 1 BBOJUTH J0AAT-
KOB1 00’ €KTH, ajie¢ HABMHUCHE CIIOTBOPEHHS MPSAMOI EPCIIEKTUBHU J103BOJIsIE€ HOMY
YHUKHYTH HEMOTPIOHOT peanicTUYHOCTI 300paxeHHs. Peani3m, Ha nymky [era-
MsTHa, BeJIbMU HYJTHUM, a TIPH 3aBAAHHAX JTOCATTH MEK CUMBOJIIYHOCTI BIH 1 30B-
CiM 3aiiBuii. B peanicTHUHOMY MHCTEUTB1, MOOYI0BAHOMY 3T1AHO 3 3aKOHAMH
MEPCIEeKTUBU, JOMOTTUCS €PEeKTy YMOBHOCTI Ta CHMBOJI3MY MOXKIIHUBO JIHUIIIE
BBOJSIYM B 300paKEHHS MPSIMOJIIHINHI aTpUOyTH-CUMBOJIM. ['eramMsiH BipTyO3HO
YHUKA€E I[bOT0, HOT0 y3arajibHeHl 00pa3u He OTPeOyI0Th ONMUCOBOI CUMBOJIKHU
Ta I1IKa30K IVIIa4yeBl.

XKinka B iHTepmnpetanii Banepis ['eramsina — XTO 3aBroiHO, aje TUIbKU
HE CIPOILEHA 1HAUBIAYalbHICTh. XyI0)KHUKA HE I[IKAaBUJIM OyI1BEIbHULS CBIT-
J0or0 MaiOyTHHOTO, YMOBHA HiM(a, O€3TUKUN CUMBOJ IIJIOMIOYOCTI YU (pasb-
muBa OeperuHs BChboro Ha cBiTi. 3amicTh OcoOucToCTI-PyHKIIIT BiH MPOMOHYE
Ocobucricthb-niepcoHax, JpaMaTUYHUN, CUIIBHUN 1 BKpal opuriHanbHui. XKi-
HOul 00pa3u, siki ctBopuB Banepiii ['eramsin, Ha nuBo cydacHi. MoBa He nulie
PO MaHepy Ta CTUIICTUKY 300pa’keHb, a, MEpeayciM, Ipo camy i7ero KiHOY-
HOCTI. B TOBCSIKIEHHOMY KHUTTI XyJOKHUK JEMOHCTPYBaB BEJIbMHU KOHCEpBa-
TUBHE OaueHHsI KIHKU — MaTip, ApYyKHHA, TOOTO TPaAMIIIHHI POJIi Ta yCTaJICH]
NOBEIHKOB1 Moziei. Lle mosICHIOEThCA SIK KYJABTYPOIO, B IKIi BUXOBYBAaBCS, TaK
13arajiom yacoMm, y sikuii )xuB. OHaK, TUM IiKaBille CIOCTEPIraTy B HOro TBOP-
4oCTi 00pasu, sKi Pi3KO BIJAMIHHI: CaMOJOCTAaTHi, MaclITabHl, 4acoM BJIaJiH1 1
3aBXIM BiJICTOpOHEH1. OHIEI0 3 XapaKTePHUX PUC, K1 00’ €IHYIOTh yC1 )KIHOY1
o0pa3u HOro KapToHIB Ta MOJOTEH, € HE3BOPYILIHA CHONISAANBHICTh. [ epoiHi,
OKpiM, Xi0a 1110 KiHO4YHX 00pa3iB 3 UKy «CaTupuyHi 00pa3u MUHYIIOTO», HE €
YYaCHULSIMU PEaJbHOCTI, BOHU BTIJIEHHS YHIBEpCaJIbHOI 1103a4acoBOi Ta Mo3a-
POCTOPOBOI JKIHOYHOCTI. BOHM CIIPOCTOBYIOTH BCIO HOTO TPAIUIIIOHATICTCHKY

PUTOPUKY Ta 3BOIATH ii 10 TOPOKHBOI TEKIaAPATUBHOCTI.
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Ile BembMH TIPUPOJIHIN CTaH, XapaKTEPHUN JJisI CIIPABKHBOTO TBOPYOTO
npouecy. HamvcanHs KOXHOTrO HOBOTO TBOPY JI XyJOKHMKAa — CBO€EPIIHUM
JAJIOT 13 BIYHUM. A y 1103a4aCOBOMY IIPOCTOPI BIACIIOIOTHCS 3€MH1 CTEPEOTHITH
Ta yMOBUBOAM. JKOPCTKI paMKH Cy4aCHOCTI 31aTHI CTPUMYBATH JIIOAUHY SIK 3BU-
YailHy OJMHULIO CYCIUIbCTBA, IPOTE BTPAYalOTh CBOIO BJAJy HaJ MUTLEM. 3a-
PYYHMK TpaJuLii Ta BUXOBaHHs, Banepiil ['eramsH 3yMiB migHATHCS HAJ HUMHU.
Xyo>KHE HavajIo0 MepeBakano y HbOMY HaJl JIIOJACbKUM. Po3yMiHHS Ta IPUHHST-
TSl TAKOTO CTaHy peueil Mae BOEpErTH XyJq0KHHMKA B1Jl 3aCy/KEHHS Ta 3BUHYBa-

YEHHS Y MapHOCIIB’1, a aJIeNTiB HOro TBOPYOCTI BiJl 3aBUX YIEPEIKEHb.

2.3. banaHc eTUYHOTO 1 €CTETUYHOIO Y BEJIMKUX TEMAaTUYHUX KapTHUHAX.

I'eramsiH — 11€J1ICT, TOMY CIIOKYCJIMBICTH 3J7a HOMYy najieka. JuBiasuuch
Ha Woro po6oTH, HeOOX1HO 3a0yTH MPO PO3MUTICTH KPUTEPIiB jg00pa Ta 3ia.
JI1st HbOTO MOpaJibHI KOPJAOHU OCOOMCTOCTI TaKi K YiTK1 Ta KOPCTKI, K JiHIT
HMOro pUCyHKA.

MalyTp, B Halll BIK YCKJIAQJHEHUX Ta COPUTHHUX ICTHUH Taka BU3HAYEHICTb
HecydacHa, 00 Jlajeka BiJl MOCTMOJIEPHUX HArpOMaJKeHb MPO BITHOCHICTH MO-
panpHOCTI. Aje, TMBHA cripaBa, [eramsiH 31 CBOIMH BHU3HAYCHUMH YSIBICHHIMHU
1po 106po a6o 3710 — 30BCIM HE OJHOBHUMIPHHMI XYIOXKHUK. MIOMy BIaeThCs He
CKOTUTHCS 10 MPUMITUBHOTO ITOBYaHHS, BIH JIUIIIE CIIOKIITHO KOHCTATY€: OCh — IO-
TBOPHICTbh, OCh — Kpaca, 0Cb — 100po, a ock — 3710. Jlo pedi, pi3uvuHa MOTBOPHICTH
nepcoHaxiB 'eramsiHa, ik B JaBHbOMY Mi()1, — CHHOHIM IIOTBOPHOCTI JIyIIEBHOI.

«OcwmisiHHs» Ta «IloBcTaHHS» — OHI 3 TOJOBHUX €MUHUX poOIT Iera-
MsIHA, CWJIM BIUTMBY Ha IsAa4a HeWMMoBIpHOI. [lepBuHHMIA ecki3 (1J1., Karaji. HO-
Mep 86/c. 211) Bkpaii 111kaBHi, BIH MICTUTh JIBI CXeMaTH4YHI CIIEHH, K1 B IIPOILIECi
po0OTH XyNOKHHUK PO3UINB, 1 B PE3yJIbTaTl CTBOPUB KIJIbKa T'PaHI103HUX TBOPIB
3 pi3HUMH crokeTaMu. HikHs yacTuHa eckizy TpaHchopmyBanacs B « OCMISIHHSD)
(1., karan. Homep 35/c. 214, karan. Homep 82/c. 215, karan. Homep 304/c. 214),
BepxHs — B «IloBcTanus» (11., karan. Homep 39/c. 218, karan. Homep 302/c. 218).

Po3Mmipu kapTuH BpaxaroTh, B CEpEIHbOMY TPH 3 MIOJIOBHUHOIO HA J[BA 3 TIO-

JOBUHOIO METpHU. BTIM, CXHIIBHICTB 110 rinepOoJii3aiii BCboro — po3mipy pooir,



XapakTepiB MEPCOHAXKIB, MpUCTpacTeil — ocobnuBicTh [eramsna. [{o decti xy-
J0KHUKA, HOTO pOOOTH BUTISAAIOTH HE MPOCTO BEIMKUMU, a BeIMUYHUMH. J]0-
CSATTH TAKOTO e(PEKTY, SIK BIJOMO, MOXKJIMBO JIUIIIE TPOTIOHYIOUH TJIsSI1a4eBl KB1H-
TECEHIII0 171ei, B YoMy ['eramsiH — BeJIMKUIA MaiicTep.

«OcmistHE» (171., katan. Homep 304/c. 214) — Bpaxkaroua kapTuHa. Sk
XYIOXKHHUKY BIAJIOCS JOCATTH TAKOTO ePeKTy — 3arajka. 3JaeThbCsl, i Tema 3aixk-
JKeHa, 1 KOMIIO3UIIisl HE € YHIKAJIbHOIO, 1 KJIACUYHE 1IeiiHe MPOTUCTABICHHS
HATOBITY Ta 0COOMCTOCTI — BCE Pa30M HE MYCHUTh AUBYBaTU. BTiM, caMmOTHS Mo-
HOXpOMHa (irypa B IUIAIIl Iepe]l HATOBIIOM OTOJICHUX MICTPSABUX IOTBOP BH-
KJIMKa€e Maibke (13uyHe BIAUYTTS... Hl, HE CTPaxy, CKOpllle MOJUBY, & B F0OJIOBI
0’eThCs OJIBIYHE HIME MUTAHHA 1HAKIUX «[0CTIoaun, Kyau s MOTpamuB?..»

B HeBenmkomy ecki3l A0 1i€i KapTuHU (U1, Katajd. Homep 82/c. 215)
MICTUTBCS SIBHA Mapajelib 3 KIIaCUYHUM CcloxkeToM — OcMissHHSIM Xpucra. 3a me-
CI€I0 PErovyTh TOPAOBUTI i BUPSAIKEHI HOTBOPU 3 YMOBHO JIFOJICBKUMH 00JIMY-
YsiMHU. A TPOXH MOJaJb — JB1 O€3JIMKI KiHOY1 PIrypu 3 MTOHUKIMMHU TOJIOBAMH,
AKI BCE€ PO3YMIIOTh 1 BC€ MPUIMalOTh. B TakoMy TpakTyBaHHI 1€ HEe Bce Oe3Ha-
NHHO, € e 0ajJaHc TyMaHHOTO U MPUMITUBHOTO, ajie BiH HE OyB peanizoBaHU
['eramsiHoM B 3aBepileHid po6oTi. MOXKIIMBO, BUIABCSA HOMY HAJITO MPAMOJIIHIN-
HuUM. B kiHnieBoMy BapianTi (i71., katan. Homep 304/c. 214) Hi nipo sikuit 6ananc
BKe MOBa He ije. [lepcoHax He nuIlIe 0CTaTOYHO BTPATUB IPUKMETHU MeCii, BIH
CaMOTHiil Ilepe/] HaBi’KeHUM HaToBNOM (GOpPMAaIbHO JIofieH. IXH HOTBOpPHA CYTh
BKE HE PAIUTHCS B PO3KIIIHUI OJIAT, BOHA B IPSIMOMY CEHCI OTOJIeHa Ta PUTHI-
yye cBO€I0 Macor. [1oTBopHI Tijla, MOTBOPHI AYIIIi.

[le onuu Bapiant «OcMisiHHS» (11., Katain. Homep 35/c. 214) mpormo-
HY€ Ty X JYyMKY, ajie 3a JOIOMOTI00 iHIoro metoay. CrnocrepiraeMo 3BUYHUN
OpuioOM MpoTUcTaBieHHA. Bragyerbcs HeBUIbHMYME puHOK. Ha mepegHbomy
IJIaHl — YOTUPH OrojieHi (irypu, naii — MapHOCIaBHHUM HATOBII, IO perode.
TeraMsH — BEJIMKHIi CIeIialicT XapaKTepHOro yMOBHOTO THIaxy. Moro Gara-
To(IrypHi KOMIO3UIIIT — IUKa Kapyceiab 00Iud, TiJI, eMOIIii, HAacCTPOiB, 00pa3iB.

OTxe, 4OTUPH OToJIeH]1 PIrypH, YETBEPO MPUPEUECHHX, IBOE YOJIOBIKIB Ta
NB1 JKIHKHW. 31aBanocs 0, pa3 BOHM €JUHI B CBOiM 01, TO MYCITh CKJIaJgaTH

eauHe 1iie, OyTH HOCIIMM €IuHO1 17ei. AJie Hi, KOMIO3UI[IMHUN LEHTpP Kap-
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TUHU — OJija He3rpaOHa kKiHova (irypa, Maibke moz6asneHa o0’ emy. ['eramsin
3HOBY, SIK 1 B ITONEpeAHbOMY BapiaHTi « OCMISHHS», BUKOPUCTOBYE JJIsl AaKIIEHTY
IPUHOM KOJIIPHOTO KOHTpacTy. Ha mpoTtuBary HeiiMoBipHii 0apBHUCTOCTI HATOB-
1y TOJOBHUU MEPCOHAXX MOHOXPOMHUM Ta O6e3TuiecCHu. MOXIIMBO, SIK OJIBIYHE
IPOTHUCTABICHHs TUIa Ta 1yxa. Ha BiqMiHy Bij mepioro Bapianta, repoiHs 3Ha-
XOAUTHCA B OpOHI BJIaCHOI BIUYyK€HOCT1. BOoHa He moOuBa€eThCs, K ii TOBapHUII
10 HEIACTIO 3 MONEePEIHbOI KAPTUHHU, BOHA BCIM BHIOM CBOiM FOBOPUThH «MEHE
TYT HeMae...» Pemra orojseHux ¢iryp CnpuiMaroTbCsi YaCTHUHOIO MICTPSBOTO
HaToBIy. BoHU abCOMIOTHO TiJIECHI U, CYAsSYM 3 TPOTECKHOI MPU3EMKYBATOCTI,
€ BTIJIEHHSIM yChOTO MPUMITUBHOTO. BKpaii 1ikaBa gymka ['eraMsHa: BUXOIUTb,
HE BC1 OYEBHJIHI KEPTBU 3aCIYTOBYIOTH 1HIIIOI JIOJI. ..

['eramsiH — MOHYMEHTAJICT 3a TUIIOM XYJAO0KHBOTO MUCJICHHS, a 3HAYUTH,
nyxe cratuunuid. «IloBctanns» (i71., karan. Homep 302/c. 218) — BUHSATOK, 110
N1ATBEPKYE 1€ MPAaBUIIO, KApTHHA Ha TUBO AuHaMiuHa. Ha ¢oHi Beauye3Horo
OarpsiHOro COHIIS Ta LIEPKBU, 1110 TOXUTHYJACS B JUMY, PO3TOPTAETHCS A1MCTBO:
OJIHOYACHO MPOIIECisl Ta 3aKJIHUK.

3naiioma JiHIHA KOMMO3MUIIIS, KiIbKa TutaHiB. Ha mepuiomy — «HH3M»:
OTOJIEHI MiIHI Tia, nedhopMoBaHi obauuus. Ha npyroMmy — MOHOJIT «BEPXiB»:
cuja Ta BliaJia, BTUIEHI B 301pHUX 00pa3ax peliriiHUX 1 CBITCHKUX BIIACTHUTE-
JiB, MaCKu OYHJIFOUHOTO CIIOKOIO Ta BIEBHEHOI BUIIOCTI. YhroOneHui ['erams-
HOM IIPUIOM IIPOTUCTABJIEHHS TYT pealli30BaHUM yepe3 KOHTPACT TUHAMIYHOTO
3aKJIMYHOTO HATOBMY Ta CTAaTHMKHM OYUIbHUKIB. BTiM, € i mpoMixkHa JaHKa, 110
00’eTHYye OOMJIBI TPYIH, — 3araJKOBUM MPOBITHHUK, 3HOBY-TAKU aKIICHTOBAHO
MOHOXPOMHHUI CMUCIOBUM HEHTP KapTUHU. MOHYMEHTaIbHUN YOJIOBIK, B PO3-
XpHCTaHiil Ha TPY/ISIX YOPHIiil CyTaHi, 3 KaauiaoM B niBiit pyii. Horo npasa, mi-
HSATA B IPOTETyIOUOMY KECTI, PyKa 0Cb-OCh CTaHE IOMIHAHTOIO KapTHHMU. .. AJIe.
[eramsny ne Buctauuino dopmary. I yBara rsigada chokycoBaHa BKe Ha 1HIIIH
BUTSTHEHIN pyll — KUJIABOrO (paKeIbHUKA, IKUH O3UPAETHCS HA BIACTUTEIIB
Ta OCBITIIOE iXHI 00MMYYsi. Mu GaunmMo He TMPOTUOOPCTBO, KOJIU OAHA rpyra
MOBCTA€ MPOTH 1HINOI, K MOXE 37aTHUCS Ha mnepiuil norsia. HaBmaku, BoHH
3TypTOBaH1 JI 3BEPIICHHS — aBTOP 3JIMIIAE TJIs/ja49a B HEB1AaHH1 TIPO 111711 TIOB-

ctanux. Kyau 1 HaBillo BOHU MParHyTh?..



Banepiit I'eramsin — Bifg nmpupoau HaA3BUYANHO CHJIBHUN KOJIOPHUCT, JO
TOro 3 3i mKoyoro Cap’siHa 3a miedynMa. Moro KapTUHY HPOCTO BPaXKaloTh KO-
JIPHUMH PIIICHHSAMH. 3 HE3BUYKH BOHU MOXKYTh HaBITh CIPUHAMATHCS KOJIIPHOIO
kKakodoHiero. Aje konopuT l'eramsaHa moaiOHUN 0 CKJIQJHOT 1HTEJIEKTyalbHOT
MYy3UKHA. YUM Jajii KOMIIO3UTOP BiJi CONOJKO-TJIaICHBKOT TApMOHI1, TUM OLIBII
PUTOJIOMIIINBHUH €(DEKT BOHA CTIPABUTh HA TOTO, XTO HABAYKUBCS 3aTTMOUTHCS
B 1[I0 MY3HKY. «KoIlip HE MOBUHEH CTBOPIOBATH OAHY JIUII JIETKY TapMOHII0» —
HEHaB A37IMBO Haraaye ['eraMsiH 31 CTOpIHOK oeHHUKA [9, c. 104].

B cimeiinoMy 3106panHi poOiT MaiicTpa 30epiraeTbcsi BeTUKUN (hparMeHT
Bapianta «lloBcranus» (1., karain. Homep 39/c. 218). Maiixke npaBUIbHUIA
KBaJpaT, B SIKMH «BTHUCHYTI» AeB’STh TiJd. [TnOokuii cuHiit ¢oH Ta TUiKi, Ti-
nepTpodoBaHo BiapasinuBl o0auyus. KoxkHe 3 HUX «BUIIIJIEHE» 0e3144i0 KO-
JIPHUX IUISIM B ITIJIKOBUTO JUKHX MOETHAHHSAX. MHUMOBOII 3rajlaci OypXJIuBy
eKcIpecito QOoBICTIB.

Masepi ['eramsiHa 4acToO MPUMHUCYIOTh CXOXKICTh 3 XYIOXKHIM apCeHalIoM
CHUMBOJII3MY, eKcipecioHi3mMy, GoBizmy. CripaBeJIMBOCTI 3apagu CJij 3a3Ha4u-
TH, BiH JIACHO KUBUBCS €BPONEHCHKUM MUCTEIITBOM MEPIIOi MOJIOBUHU JABAI-
ATOTO CTOJITTS, BTIM, HapiBHI 3 MuUcTelTBOM Bucokoro BinpomxeHHs, naB-
HBOETUTIETCHKUM Ta MUCTENTBOM BipMeHcbKkoro CepennboBiuusi. Ane [eramsn
HE MPOCTUM XYIOXKHHMK, B HhOMY HAJTO 0araTo K akaJeMI4YHOi OCBITH, TaK 1
0COOMCTOTrO TaJaHTy, 00 HOro MOKHA OyJI0 JErKO PO3KIACTH Ha MPOCTI CKJIa-
JIOB1 1 3BECTH /10 OIHO3HAUYHMX KaTeropiil. Jlo Toro , BiH caMm BBaXkaB, 110 «...B
TBOPUYOCTI MycuTh OyTH Bce. He MokHa ckaszaTu, 1110 Ioch 3acTapiiie, a moch —
HOBe» [9, c. 27].

Cepen 6e3niui Tem B TBOpuocTi Banepis ['eramsna 6e3cyMHIBHO € KiJTbKa,
10 CTOSITh BiicCTOpoHEeHO. Hanro ocoOucTe yacoM nornuHano maicrpa, ane [e-
raMsiH yCIIIIIHO J0JIaB 0OMEXEHHS BIACHOTO CBITOCIIPUUHSTTS 1 3yMiB CTBOPH-
TH TBOPH 3arajbHOJIIOICHKOT HAITPaBICHOCTI.

XymoxH1 JOCHIKCHHSI HaIllOHAIbHOI €CTeTUKU B ['eraMsHa HE 3aMHKa-
FOTHCS HA KOHCTATallii eK30THYHOCTI Y/ iCTOpUYHOMY MUHYNoMy. Horo eTHiuni
o0pa3u i TemMaTU4Hi KapTUHU Ha HAIlIOHAJbHI CIOXKETH BUSIBISIOTHCS OUIBII,

HDDK Hal[lOHAJIbHUMH, BOHU, IIBU/IIIE, JEKIAPYIOTh CXOXKICTh JIFOJICHKOI IPUPO-
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7, 2 HE YMOBHI BIAMIHHOCT1. BOHM 1€MOHCTPYIOTh MIsg1a4ueBi, 0 100PO 1 3710
HE MaIOTh HalllOHAJTILHUX PHC.

B 3arBopHutibkuii iepioa cBoro kutTs (1985-2000 pp.) Banepiii ['eramsin
CTBOPHB JIEK1JIbKa BEIUKO(OPMATHUX KapTHH, SIK1 TaK HIKOMY 1 He MOKa3aB — «Xau-
kap» Ta «Beciuia 6e3 koxaHHs». YacoM 111 poOOTH MOMHUIIKOBO IHTEPIPETYIOTH K
JUNTHX, IPYHTYIOUUCh Ha CXOKOCTI (popMarTiB Ta XyA0KHbOI MaHepu. OOuIB1 Kap-
TUHU TAKPECIECHO TUIOIMIUHHI, TPOCTIp Ta 00’ €M B HUX YMOBHI, MiJJHECEHA /10 KYJIb-
Ty JIIHEAPHICTh MPEBAIIOE HAJl )KUBONMUCHICTIO. OIHAK, IPU IIbOMY KAPTHHU 30BCIM
BIJIPI3HSIOTHCS TEMATHYHO Ta HaBPSIJT YU SBJISIOTH 1IEHHY €IHICTb.

dparMeHTapHO 1ei KUBOMUC OaAUMIIM HANOIOKY1 pOANY1 XyTOKHUKA, ajie
HI BOHH, Hi CaM aBTOP HIKOJIM HE CIIOCTEpIraiau Horo 3 eKCIO3HIIIMHOT B1ICTaHI.
UYepes Bennue3Hi popmatu He OyJ10 MOKIUBOCTI 30epiraTu poOOTH B PO3rOpHE-
HOMY BUTIJISA/I1, HE ICHYBaJIO HABITh MiIPaMHUKIB ITiJ 111 TBOpHU. binbiiie Toro, Kap-
TUHHU 1 CTBOpIOBAJIMCS PparMeHTaMu. JlOBruil yac BOHU JIEKAJIM Ha aHTPECOIAX
B KBapTUP1 XyIOKHUKA MPOCTO Y BUIJISI 3TOPHEHUX CYBOIB. TidbKH 3aBASKH
KOMIUIEKCY CKJIaJIHMX BiJHOBJIIOBAJIBHUX POOIT 1[I KApTHUHU BAAJOCS 30€pertTu
Ta cTabini3yBaTu. JIuiie micis boro 3’ IBUIACs MOKJIIUBICTD iX J€MOHCTPYBATH
Ta He MOOOKBATUCS 3a X 30€peKEHHS.

«Xaykap» — KapTHHa, HaJ KOO MaCcTep MpalfoBaB OCTaHHI 1’ ITHA -
ISITh POKIB KUTTA (111., Katayi. Homep 317/c. 230). I'eramsH BmepTo IIyKaB
dbopMy BTiJIEHHSI CBOTO 3aAyMy. Binbin paHHI )KaHPOBO-TeMaTHU4YHI POOOTH
XynoXHHKa, a came «[loBcTanHs» 4u kapTuHu 3 MUKy «CatupuyHi oopas3u
MHHYJIOT0», Ha0araTo BiJIbHIIII KOMITO3UIIIHHO, Ta i caM >KUBOITMC B HUX He-
nependauyBaHU Ta eMOLINHUN. «XayKap» — HaBIaKH, 10 Kpaw rpa@iuHuii
Ta BUBIPEHUI, B HHOMY HEMa€ >KOJTHOT BUMAJIKOBOI JIiHIT Ta *KOJHOI eKCIpe-
CHUBHOIT KOJIIPHOI NJIAMHU.

30eperacst IOCUTH BeJIMKa KUIbKICTh €CKi31B, HAllpalllOBaHb Ta BaplaHTIB
bOro TBOpY. B mepeBakHiil O1IBIIOCTI 1€ aHATOMIYHI IITYAli XapaKTepHUX I10-
JI0’KeHb TiNa JronuHu (11., kataia. Homep 101/c. 234, xatan. Homep 196/c. 235,
karan. Homep 231/c. 236, karan. Homep 258/c. 235, kartan. Homep 284/c. 235,
karan. HoMmep 296/c. 235, xaran. nHomep 381/c. 234). Banepiii I'eramsin no-

CKOHAJI0O 3HaB aHATOMIil0, ajke OararopiuHe BUKJIAJAHHS PHUCYHKAa, BUBYEHHS



OTOJICHOT HATYpHU MiAHECIN MOr0 MalWCTEePHICTh PUCYBAJbHUKA HAa HEIOCSKHY
BrucoTy. OfHak, BiH Bce pIBHO 0araropasoBO ONpaiboByBaB )parMeHTH 300pa-
KEHHS: KUCT1 PyK, CTOIH, TOMUIKH, IIUi, TOJOBU B PI3HUX paKypcax, B Pi3HIH
MaHepi pucyHka. [lep@ekIioHicT mo HaTypi, XyJI0’KHUK HE MOCIIIIaB BTUIIOBATH
B KapTHHI CBill 3a1yM.

[ToBHOpO3MIpHUI BYTUIbHO-OMIBLEBUNA €cKi3 «Xaukapa» (171., Karai.
Homep 327/c. 231) miakoM MIr CTaTH CaMOCTIMHUM TpadidyHUM TBOpPOM. 3a
TpaHCcoOpMaIll€r0 paHHIX ecki3iB (U1., Karaia. Homep 327/c. 231, karan. Ho-
mep 393/c. 230, karan. Homep 385/c. 230) MOX)HA MPOCHIAKYBATH €BOJIOIIIIO
3aaymy Banepis ['eramsina. Kommnosunis npakTudHo ogpa3y chopmMoBaHa, Kiib-
KICTh MIEPCOHAXKIB BAPIIOETHCA B1Jl TPHOX /10 YOTUPHOX, aJI€ BOHM 1€ HE HACT1/Tb-
KM YMOBHI, SIK y (iHanbHii Bepcii. LleHTpanbHa dirypa — 4osioBivya, 3roJom,
CTBOpUBIIK 0€3J114 BapiaHTIB aHAPOTIHHOTO 00pasy, XyIOKHUK 3yNMUHUBCS HA
KIHOUOMY 00pas3i.

MonymenTanbHa ¢irypa, 1o Jeb MOMIMAEThes y (GopMmaT KapTHUHU,
«TpUMAaE» 1 KOMIO3UIIIIO, 1 CBIT, IO pyHHYIOThCS, Ha 300pakeHHl. ['eramsH B
111 poOOTI JIOBIB YMOBHICTb J0 KpaiHOCTI. B mpardeHHi g0 4ucToTH i1ei BiH
BIIKMHYB 1ICHTU(IKYI0Ul O3HAKH MMEPCOHAXKIB, YUM, 3BICHO, J0JIaB I1e OUIbIIOT
3araJIkoBOCT1 KapTHuHi. JIuie mociigoBHO BUBYMBIIM BCi BapiaHTHU TBOPY, BCi
€CK134 J0 HbOTO, MOKHA, Ta ¥ TO JUIIE 3 J0JICI0 IMOBIPHOCTI, HAMaraTucs iH-
TeprpeTyBaTu 300paxkeHns. LlenTpansHa ¢irypa — Matu-BipMmenis — BTUIeHHS
HE3JIAMHOCTI BIpMEHCHKOTO AyXy. He3Bakarounm Ha BUMPOOYBaHHS Ta BUKIUKH
1cTOPii, BIH HE JIaMa€eThCA 1 He 3HUKae. B mpaBiii 4aCTUHI KAPTUHH — XadKap, 110
TTOXUTHYBCS, CHMBOJI IPEBHBOT KYJIBTYPH.

Xaukap — MaOyTh, HaBITI3HABAHIIIINI BIPMEHCHKUI CHMBOJ B CBITI. [cTOpis
BUHUKHEHHS TPAJIUIIIl CTABUTH B IaM’SITh MPO MO/1i a0 /171 o3HaYeHHsI 0COOIH-
BUX MICIlb, HA MOTHJIAX, OLIS JDKEPEI 1 T. M. KaM’ SIHy CTey T'yOUThCs B TIIHOUHI
BIKIB 33JI0Br0 J0 XpHUCTHUsHI3alli BipMmeHnii. Ane 3 cepeuHu Mepuoro TUCSIYo-
JITTS 111 KaM’siH1 OJIOKW OTpyMaiiy HOBi ¢opMu 1 cMuciau. 300pakeHHs Ha HUX 3
S3UYHUI[BKUX Ta CUMBOJIIB CTUX1{ TpaHC(HOPMYBaIUCS B XpUCTUSHCHKI. YacTiie
BCHOT'0 Ha XauKapax pi3bOMIIUCS XPECTHU 3 POCIIMHHOIO CUMBOJIIKOIO B 00OpaMIIeHH1

CKJIaIHUX OopHaMmeHTiB (moa. 18). Piamie — B BepxHiil yacTUHI MOXHA MOOa4Yu-
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TH 300pakeHHs [cyca abo neicycHy kommo3uilio. Beboro Ha Teputopii Bipmenii
HAJII4YY€eThCS KIJIbKA JAECATKIB TUCAY XadkapiB. e Oubiue ix Oyno Ha TepuTopi-
X icTopuuHOi BipMeHii, Tenep BOHHM 3HAXOASATHCS B KOPJAOHAX IHIIUX JIEPXKaB.
32010 poKy MUCTELITBO CTBOPEHHSI XaukapiB 3 (popmyntoBaHHAM « CUMBOJIIKA Ta
MHUCTEITBO XayKapiB, BIPMEHCHKI KaM’siHI XpECTU» OyJI0 BHECEHE B pPerpe3eHTa-
tuBHM ciucok FOHECKO no HemarepianbHii KyJabTypHIN CHaAlIKHI JIOACTBA.

['eramsin 3 TUTUHCTBA AMXAB 1CTOPI€IO Ta KyAbTyporo Bipmenii. Hactinbku
yHIBepCalbHUI HALIIOHAJIBHUM 1 IYXOBHUN CUMBOJI, IK Xa4Kap, HE MIT 3aJIUIIH-
TH Horo OaiinyxuM. XyJ0)KHUK BUKOPUCTOBYE HOTO B 6ararbox TBOpax, Movu-
HAIOYM 3 peanicTuyHux noprpetiB 1960-x pokis (11., kaTand. Homep 52/c. 162).
Konu npuizaus BhiTKy Ha OaThKiBIIMHY, [ eramsH BinBigyBaB lerapmaBaHk —
CTapOBUHHUU CKEJIbHHUI MOHAacTUp Henonalik Bij ['apHi. Ha gacanax Oynisens,
opydY 3 HUMU, BUPI3bOJICHI B CKEJISIX MOKHA MOOAYUTH KiJIbKa JECATKIB BUIITY-
KaHUX XauyKapiB — 0e3J1i4 NPUIIyHIeHUX BIATIHKIB MICUEBOro 0a3aibTy 1 Ty(y.
Kawm’sina pi3p0a, mokpuTa CU3UM MOXOM Ta 3IJIajpKeHa JOMAMH 1 BITPOM MpO-
TATOM BiKIB, B KApTUHAX MalcTpa HaOyBae O0apBHCTOI MO3aiyHOCTI (1J1., KaTaJ.
Homep 62/c. 175).

Jlpyra Benuka KapTHHa TOTO X MEpiofy Mae aBTOPChKY Ha3By «Becimis
0e3 xoxaHHsa» (1., kaTaa. Homep 318/c. 222). Inoxai BoHa ¢irypye B JiTepaTtypi
nig Ha3Bow «KpuBase Becuuisi». L momuiakoBa Ha3Ba 3°SIBHJIACS HA MOYATKY
JBOXTUCSIYHUX TIPH MIATOTOBII IO MyOiKaIld MepIInX MarepiaiiB mpo Xymaox-
HUKa. 3rOJ[OM L0 Ha3BY CTAJIM BUKOPUCTOBYBATH HABITh JOCIJHUKU TBOPUOCTI
['eramsina, omHak caMme aBTOpPChbKa BEpCisl 3a/1a€ BIpHUN TOH CHOPUNUHSATTS iael
11€1 YKUBOIMCHOI pOOOTH.

['enomnu Ta HacUIbHUIIBKA acUMUIIA BipMeH y 1915 pori — macmira6-
Ha i TpariuHa Tema, HaJ Kot [eraMmsiH po3MipKOBYBaB yC€ CBOE TBOpPUE KHUT-
Ts1. [lepiii onucu croxeTy 3yCTpi4aroThCs BKE B HOTO paHHBOMY IIOJICHHHUKY B
dbopMi ypuBUACTUX TYMOK, ICTOPUYHMX JIOBIJOK Ta 3alMMCAHUX HUM PO3IMOBIIEH
CB1JIKIB. AJie peasni3yBaB 3aJyM BiH JIMIIE TO1, KOJIH 3MITl IIOBHICTIO IPUCBSITH-
TH cebe TBOPUOCTI: «IIPUHIIOB Yac XyAOKHUKA», KOHCTAaTyBaB leramsH, BUil-
mIoBIIM Ha neHcito. B nepiog 3 1985 mo 2000 pik BiH 6e3mepepBHO MpalroBaB

HaJl BeJIMKUMU TeMaMH, B1JIBOJIIKAIOUUCH JIMIIIE HA COH Ta 3a KpailHbOi MOTpeoOu.



«Xaukap» Ta «Becimis 6e3 KoXaHHs» — HaWMacIITaOHINI y BCIX 3HAYEH-
HSIX, 32 33JyMOM 1 BTUIEHHSM, TBOpH Baiepis ['eramsina. MOHyYMeHTaIbHICTB 1X
BHJIA€ CXUJIBHICTh XYJOKHUKA JI0 HACTIHHOTO >kuBomucy. L1 koMmo3uii moe-
HYIOTb B cOO1 BIUIMBU MEKCUKAHCHKHX MaCTpiB MypaJiB, po3Max KpuueBcrko-
ro Ta boituyka, MaTiCiBCbKY JIEKOPATUBHICTh Ta COKOBUTICTH naniTpu Cap’sHa.

HamneBHe, B X CHOKETHO-TEMAaTUYHUX KOMITO3UIIISX OLIBII 32 BCE MPO-
SABJISIIOTHCS. HOTU Tparismy. [IpukMeTHo, 110 HAWBIAYYTHIII BOHU HaBITH B HE
3aBepuIeHUX poOO0Tax, a B MATOTOBYOMY Marepiail, ecKi3ax.

OnHa 3 puc, IO MPHUCYTHS B PSIAl €CKI3HUX POOIT — MIATOTOBUOIO Mare-
plajly 10 HacTyIMHHUX MaclITaOHMX TBOPIB — MYCTI OpOITH O4Yeil MEepCOHAXIB.
BoHu mocumooTh TOM pi3KHX KaX, KOTPUH JIEMOHCTPYIOTh T'epoi 3 yKe Ipo-
NUCAaHUMH OYMMa, CHMBOJIIYHUMHU, YMOBHO TPAKTOBAaHUMH, aJie IPUCYTHIMHU. A
3511091 TOPOKHEUEI0 OpOITH 111e OUTbIIe 3aHYPIOIOTh IIIsi1a4a B CIIBIPUUYETHICTD
ToMy kaxy. OcoOIMBO KOHTPACTHO Ta PI3KO L€ BUJIHO B €CKi3l 10 «Xaukapy»,
JIe Y YOJOBIYOTO MEPCOHAXKY OpOITH MOPOXKHI, @ B KIHOYOTO, TYT Ke, MOpyY, €
3iHuul. HiMoTa ’kaxy npoTucTaBieHa KpUUyIliid HIMOTI CKOPOOTH Ta 31yLIEHO-
My ctpaxy. Lleit crpax mpuayIieHni BEIUIYI0, CTIMKICTIO Ta YCBIJIOMIICHHSIM
HEOOX1THOCT1 MPOTUCTOSHHS.

Ocranni xpoHojoriuno TBopu Banepis ['eramsina «Xaukap» ta «Becin-
751 6e3 KOXaHHs» — 1€ KUBOIKUC MY3€MHOr0 3HAYEHHS: 3PN, TApMOHIIHUH, B

HBOMY HEMa€ MICIIsl 0COOMCTOCTI, JIUIIIE apXETHUTIH.

2.4. 'ymaHiCTHYHUN YHIBEPCYM €THIYHUX 00pa3iB B. I'eramsna.

Banepiit ['eramsiH — 0cOOUCTICTD, AKa, HE IUBISTYMCH HA 3pOCTAIOUY Li-
KaBICTh /10 HET OCTaHHIMU POKAMH, O CHOTOAHI 3aJIUIIAEThCA 0araro B 4omMy
TAEMHUIICIO JIJISI JOCHIJHUKIB 1 TMOLIIHOBYBa4YiB 00Opa30TBOPUOrO MHUCTEITBA.
Bin OyB Bkpail 3aKpHUTOIO JIFOAMHOIO, MaJ0 KOHTAaKTYBaB 13 30BHIIIHIM CBITOM,
B1/IIal0YM TIepeBary BJIACHOMY MIKpPOCBITY, ¢ Bce Oyn0 BHOYJOBaHO 3a MOTo
0COOMCTUMHU 3aKOHAMHM 1 Ky/IM BiH HIKOTO He BITyckaB. HaBiTh yuHi, IKHUX Y 3a-
CHOBHHUKA CIIABETHOTO OJIECHKOTO «xyarpada» Oyao dMmalo, 3raayBajd, II0

yUHUTENb OyB JyKe 3aMKHEHUM y c001, MOTPANUTH 10 HHOTO Ha TOCTUHY OyJO0
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Maiike HeMOXKIIUBO. Tomy KokeH HOBUM (DakT 13 O6iorpadii maiicTpa iHyEThCS
«Ha Bary 30J10Tay.

BipMmenuH 3a moXoqKEHHSM, MUTEIb MPOUIIOB TEPIOJl CTAHOBIEHHS 1
dopmyBaHHA caMe Ha 3eMJIsIX BipMeHii, Marouu 3a BUUTEIIS Ta TBOPYOTO HACTAB-
Huka Maprtupoca Cap’sina. BipMeHit0o MUTEIb 3QJIMIINUB, KOJU oMY OyJIO BKe
017 TPUALAT, 3 TOrO yacy OyBarO4M Ha 1CTOPUYHIN OaThbKIBIIMHI JIMILIE €M130-
nugHo. 3 1954 no 1956 poky ioro TBOpUHUii NUISX MPOCTEXKYEThCS B MOCKBI, Jie
BiH TIPaIfOBaB MPOBITHUM XyJOKHHKOM Yy CEKIlii MOHYMEHTAJIbHOTO JKHBOTIUCY
npu X® CPCP. 3 1956 no 1960 poky mMuTenpb nmpaioe BUKIAIa4eM XyT0KHIX
nucturiid B bipo6imxani, a 3 1960 no 1963 poky Bin nepedyBaB y Maxaukaini,
BUKJIaJal049u B JlarecTaHChKOMY XyJOKHHOMY YUUIJTHIILI.

[Ticnst uMX KOPOTKHUX, ajie SICKPaBO-BIAMIHHUX BIJPI3KIB KUTTSA, B AOJI
MaicTpa BinOynacs IOoJIeHOCHA Mofis — BiH mepeixaB go Oxecu, Jie il poBiB
pewrty xutTsa. ToOTO, Maike copok pokiB TBopuoi Oiorpadii ['eramsina Oyio
PUCBSYECHO OJIECHKOMY XYHAO0KHBOMY IOJIO, sIKe 0€3YMOBHO BILJIMBAJIO HA HHO-
IO CBOEIO CTPOKATICTIO, aje, sike i BiH 30aratuB, MaOyTbh, HaBITh BIIUYTHILIE.
Takum 4UHOM, y TBOPUYOMY HUISXY XYIOKHUKA MPOCTEKYETHCS I’ SITh TEpio-
JIB — BIPMEHCBKUH, MOCKOBChKUM, O01p00OiIKaHChKUH, JareCTaHChKUH, OeCh-
kuii. OgHak, JguIne ABa 3 HUX, BIPMEHCBKHM Ta OJIECHKUU, (PIIaHKYIOUM HOTO
TBOPYMH LIISAX, CTAJIU KJIOYOBUMHU B CHIIY CBOET TPUBAJIOCTI Ta 3HAUYLIOCTI JIsI
peaitizalii CBITOMIANY Ta 1HAUBIIyaIbHOI MAaHEPH MalCTpa.

Koxknuii 3 1iux mepiojiB BiJJI3€pKaIUBCS y TBOPUOMY CIAJKy MaicTpa
HE TUIbKM 3HAYHOK KUIBKICTIO MEW3axiB, O SKMX BiH 3BEpPTaBCS MOCTIiHO,
HE TUIBKM 3HAMEHUTHUMHU CIO)KETHUMHM TMOJOTHAMHM Ha (u10cOPChKO-ICTOPUY-
HI TeMH, ajie ¥ 3HAYHOIO KIJIBKICTIO €THIYHMX THIAXIB, K1 CIIPUHUMAIOTHCS K
CaMOCTIMHI €THIYHI WTyali. YacTo 1e HamiBeTIOAH1 TBOPHU, BUKOHAHI OJIIE€I0 HA
KapTOHi, HE JYy>Ke BEJIUKI 32 po3MipaMH, aje € ¥ JOCUTh MaciTaOHI poOOTH.
BaknuBo mam’sitaTty, 110, Xxoda BCi TBOPH TAKOTO TaTyHKY MOYKHA CITPUHMATH K
B1100pakeHHs I’ AThOX BAXKJIMBUX MEPI0JIB Y TBOPYOMY KUTTI MUTIIS, 1€ HE 03~
Hayae MpsIMOro XPOHOJOTTYHOIO CHiBMaAiHHA. [eraMsiH nyxe 06arato eTHIYHHUX
obpa3ziB nucaB y 1960—80-Ti poku, TOOTO BKE B OJIECHKUI TIEP10I, alie B IIbOMY

KopItyci mMarepiany € i oOpas3u BIpMEH, KypAiB, I'yIyJiB, pOCIsiH, ICITAHChKI Ta



adpukaHchki TUNaxi. KoxkHa 3 Takux rpym poOiT € CBOEPITHOIO KBIHTECEHIIIEIO
ysIBJIEHb aBTOpa MPO TOM 4M 1HIIMK HApPOA, Oro 3BUYAi, XapakTepHu, KOCTIOM,
crenudiky Tunaxis. KpiMm Toro, eTHiuHI XapakTepu MO)KHa CIIOCTEpiratu Ta-
KOX B IHIIHUX TBOpPaX, ¢ MalcTep CTABUTHh Mepesl cOOO0I0 3aBIaHHS BUBUCHHS
Ta B1I00paXEHHs HaIlOHAJIBHOTO Hayajla B TOMY YH 1HIIOMY BHUMAJAKY, B TOMY
YUCJIl MOro 3HAMEHUTHX, MalkKe MPOrpaMHUX TBopax moyarky 1990-x poxis.
AHaJi3 KOXKHOI 3 IIUX TPyH TBOPIB HECE €JIEMEHTH HAyKOBOI HOBU3HU, OCKIJTBKHU
CaMOCTIHHI CIPOOU TAaKOTO POAY Y BITUU3HSIHOMY MHUCTELTBO3HABCTBI J10C1 HE
poouurcs.

Cepen ycix eTHiYHUX 00pa3iB meH3is B. I'eramsHa BapTo okpemo BHI-
JUTHU TIEpeIyCiM BIPMEHCHKI, KYypJChbKl, YKpaiHChKi, pociiichki. Halmumprmit
Jllara3oH, MEeBHO, BIPMEHChKHUX Ta YKpaiHChKUX 00pa3iB. KpiM okpeMux eTHIU-
HUX MITYAIN, TOCTIKEHHS TOCTPUX XapaKTepiB BIPMEH TPUBAJIO 1 B CHOXKETHUX
MOJIOTHAX, 110 ChOTOAHI MOXHa 0auuTH K Yy 3aBEpIICHUX KapTHHaX, TaK 1 B
Oararomy €cKi3HOMY Marepiai.

Manepa leramsiHa cxuiibHa 10 CTWII3allil, JEKOPATUBHOIO Hayayia, MOHY-
MEHTAJILHOCTI Ta YMOBHOCTI, y3arajibHeHHs. ToMy Ka3aTu mpo MOpTpeTH1 PUCH, Xa-
paKTepH1 AJ1sl 00IUYYs TOTO UM IHIIOTO 00pasy, MOYKHA JJAIEKO HE 3aBK/I1, YACTIILIe
€THIUHI €K3epCUCH MalcTpa — I1e, MIBU/IIE, KOCTIOMHI IITY/1i, BUBYCHHS HAIliO-
HaJIBLHOTO BOpaHHS, akcecyapiB. L{ikaBo, 1110 nepeBaxxHa OUIBIIICTh TAKUX TBOPIB €
JTy’e TETUIMMU 32 KOJIOPUTOM, 1HOJII — FapsTYUMU, BOHH TIAJIAI0Th €HEPTi€l0, 110 TEX
MOKHA BB)KaTW XapaKTepHOI pucor0. Mutenb OyB MPEKpPACHUM CTHIII3aTOPOM,
came ToMy HOMY BIaBaJIOCSl BUOKPEMITIOBATH HaliXapaKTEPHIIIl, TOCTPl PHUCH KOXK-
HOTO TUMAXy, TIAMIYaTH Te, IO OyJ0 MPUXOBAaHE BiJ 3BUYAHOIO OKa.

«BipMeHchka TaHIIBHULSY (1., KaTaid. Homep 23/c. 241) — malyTh, OTUH
3 HailxapakTepHimux o0pa3iB, cTBOpeHuX ['eramsHoM y 11 poku. J[uHamiuHa, 31
CTPIMKOIO XaOTUYHOIO PUTMIKOIO, III0 POOUTH BECh KAPTOH MPOCAKHYTUM HECIIO-
KOEM Ta MIBUJKICTIO. 3AIMHATI PyKH, PyX MOCTaTi, TKAHUHH, 10 PO3JITAIOTHCS
B TaHKY, — BCE 1€ pOOUTH poOOTY yOCOOJIEHHAM PyXy Ta akTUBHOCTI. B mamitpi
KapTOHY IepeBakae OLIMKA KOJIIp — HEMOB MaiCcTep Harajaye mpo YHCTOTY Ta
Kpacy IOHOCTI. A rapsiya majiTpa Tja i TKAaHWHU 32 TMOCTATTIO € YOCOOJIEHHAM

rapsi4oro, IpUCTPACHOTO XapaKTepy.
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ApXETHIIOBICTh 006pa3y HaBiTh He CTABHTHCA IiJ CyMHiB. Momy mnpura-
MaHHa BIA4YXEHICTh, HABITh I€BHA €KCTAaTUYHICTb, 1[0 HABIIOE AYMKHU IIPO isija
y HECTPUMHOMY PUTyaJbHOMY TaHIll. Y TOW caMHil 4ac, y3arajibHEHICTh 00-
pasy He Mmo30aBiisie MOPTPETOBAHY 1HAUBIAYaJbHOCTI. | cripaBa He y CTymeHi
nporpaioBaHHs getaneil. He pucu obnuyust cTBOprOIOTH 00pa3, a xapakrep,
1[0 MPOHU3YE KOKHY KIITUHY Tija TaHIIBHUI, IIAJEHUM IMITyJIbCOM CIIOBHIOE
OTOYYIOUUM MPOCTIP EHEPTIEIO.

Xy0KHUKY BIAETHCS Y 300paK€HH1 PUTMIKH PyXiB BTUIUTH PUTMIKY MY-
3uuHy. YITKO OKpECIEeHHI CUIIYeT, «JaMaHWi» MaJIIOHOK Aparepiil HaJaloTh
BIIUYTTS MPY>KHOCTI Ta IMITYJIbCUBHOCTI. SIK MpH CHOMIAIaHHI HATypaliCTHY-
HOTO (HE 3a MaHEPOIO BUHKOHAHHS, a 3@ CyTTIO) HaTIOPMOPTY MU 3aTHI BIIUYTH
CMakK JJUMOHY Y POTI UM XOJIO/ KeJUXa y Pylli, TaK CaMO TYT MU MOKEMO TIOYyTH
MY3HUKY BIPMEHCHKOTO TaHIIIO.

[likaBo MOpIBHATHU 1Iel 00pa3, BTUICHHS PyXy Ta JAMHAMIKH, 3 00pa3om
kapToHy «Bipmenis» (1., katan. Homep 149/c. 244). Ha nmouarky 1970-x po-
KiB ['eramsiH CTBOpUB KUIbKa AYyK€ MOMIOHMX 32 KOMIIO3UI[IMHUM BUPILIEHHSM
Ta KOJIOPUTOM TBOPIB, 5IKi 300pakatl0Th BIPMEHCHKUX KIHOK, YC1 — Ha KapTOHI,
B TeXHill oniitHOTro xuBonucy. Lli o6pa3u nyxe craruyHi, Ha BIAMIHY B1J BH-
niesrajganoi TanmiBHuil. lle maike oOpasu, MO «IIPENCTOSATH», BOHU Opaszy
HaraJyloTh MPO 3aXOIUIEHHS MHUTIS J[aBHROETUNIETCHKUM MHCTEITBOM 3 HOTO
BEJINYYIO Ta CTATUKOIO, TA HE MEHIIIE 3aXOIJICHHSI AHTHYHICTIO 3 11 BIYHOIO CIIO-
KiliHOIO piBHOBaroro. Lle maibke kopu, mozdasneHi nepconidikamii. O0nuuus
Ha BCiX KapTOHAX HE JIeTali30BaHi, [0 YaCTO TPAIUIUIOCS B poOOTax MaicTpa,
KOJIM BIH THUII3YyBaB, MIJIKPECIIOOUM y3arajbHEeHHS. [HOM1 — 3 MIAHATUMHU py-
kamu: «BipMmeHnka 3 gBoma TapensiMmu» (U1., Karan. Homep 175/c. 244), «Bi-
pMeHKa 3 rpaHaramMu» (11., Karaia. Homep 157/c. 244). € it yonoBiuuii o0Opas,
CTBOPEHUI 32 TIEI0 CAMOIO CXEMOIO — 3 MOAIOHUM KOMIO3UIIIHHUM PIIICHHSM,
3 3aHIKCHUM TOPU30HTOM, TapsiduM TJIOM, CTHIII30BaHUM JIEPEBOM Ha Jajib-
HbOMY TUIaHI, 3 MIAHATUMU pykaMu. MoBa e mpo kapToH «BipMeHuH 3 1BoMa
rekaMuy» (1., Katai. Homep 166/c. 245).

JIuBnsiurch HAa KApTOHM 3 )KIHOYUMHU 00pa3aMu, PyKH SIKUX 31AHSTI 10T0-

pH, JIe yce NIANOPSAKOBaHE CTAaTUIll Ta BIACTOPOHEHHIO, HE MOXKHA HE 3rajjaTh



po 1€ OJHE 3aXOIUICHHS aBTOpa — Bi3aHTiicbke MucTelTBO. [Tapanens 3 Opan-
TOIO B IaHOMY BHIAJIKy € O4eBUIHOIO. BapTo migKpecIuTH 1iKaBy pucy — JIUIIE
B OJIHOMY BHIAJIKy, caMe B KapTOHI «BipmeHis», KOMIIO3UIlIHE pillleHHS TT00Y-
JIOBaHE 33 MPUHLUUIIAMU CUMETPIi, B IHIIUX JTOMIHY€E€ aCUMETPUYHUIN MPUHIIUII,
110 €, UMOBIPHO, HE BUIIAJIKOBUM — IIEHTPaIbHA BICh KOMITO3UIIli HABMUCHE 3Mi-
nieHa BO1K, ycroau — JiBopyd. Jluiie kapToH «BipmeHis» Mae TolnoBHY KOMIIO-
3UIIIHY BiCh, BIIACHE, TTOCTATh, YITKO IMocepeanHi komno3uilii. [{e qomae podori
CTaTUYHOCT1, MOHYMEHTAJIBHOCTI Ta BEJINYI.

BapianT nporo kaprony — «BipMeHka Ha TJ11 TOMapaHueBoOro aepeBay (1.,
karan. Homep 164/c. 244). KapTtuHa mae 11eHTUYHY MOOYIOBY *K1HOYO1 MTOCTa-
Ti, Maii>ke Take caMme BOpaHHs Girypu. Bigpi3HseTbcs nuiiie TpaKTyBaHHS Jepe-
Ba 32 CIUHOIO TePOiHi Ta HIDKHS YacTHHA, M030aBlIeHa CMyracToro OpHaMEHTY.
Ane mocTaTth y 1bOMY KapTOHI MepeMilieHa JiBOpyY, 0 abCOTIOTHO 3MIHIOE
3araiibHE 3By4aHHS TBOPY.

Tak camo cnoctepiraemMo mTy/Ail €THIYHUX TUIIB B 3HAMEHUTHUX IMOJIOTHAX
I'eramsina «OcMmistHast I» (1., karan. Homep 304/c. 214); «IloBctanus» (i1., Ka-
taj. Homep 302/c. 218); «Becuuns 6e3 koxanHs» (11., karan. Homep 318/c. 222);
«Xaukap» (171., katan. Homep 317/c. 230). HaitikaBimum, MaOyTh, € €CKI3HUM,
MiArOTOBUMI Matepiaj, /e MOXKHA MO0aYUTH TOCTPl XapaKTepH, eMOIlii, Ty caMmy
Hampyry, ska 3aBxau Oyna abo jep MPUXOBaHO0, a00 SIBHOIO B TBOPYOCTI XY/IOXK-
HUKa. A BTIM, € TOJIOBHA BIJIMIHHICTb ITMX TBOPIB BiJl BIPMEHCHKUX 00pa3iB: Manxe
BCI MIJTOTOBY1 MaTepiaJid Jyisl [IUX MOJIOTEH — II€ JKIHOY1 Ta YOJIOBIYl TOJIOBH, SIK
OKpeMI Tyl Jyisi MailOyTHIX KapTHH, 3 PETEIBHO MPOTPaAIlbOBAHIUMHU, JE€Tal130-
BaHUMU oOnnuysiMU. Taki 00pa3u TakoK 4acTo TUITI30BaHI, HE TOPTPETHI, L€ TEX
y3araJlbHeHHS XapakTepiB, ajie HASIBHICTh TOCTPUX PUC OOIUYUs, OUeH, K1 4acTo
HIMPOKO, Mali’Ke 3HOBY MO-€TUNETCHKH, BIIKPUTI, pOOJISATH 00pa3y HE TIIbKU TMHA-
MIYHUMH 200 CTaTUYHUMU, aKTUBHUMH B PyCl YU CUMETPUYHO-CIIOKIMHIUMHU, aje
OaraTumu Ha emoullHy namTtpy. Lle xapakrepHo BUIHO y BapiaHTax 00pa3iB «Bi-
pMeHchKa HapeueHa [-IVy» (i1., karan. Homep 92/c. 224, kartan. Homep 90/c. 224,
kataj. Homep 89/c. 224, karan. Homep 93/c. 224 BianosinHo) Ta «Matu-Bipme-
His [-VID» (in., katan. Homep 314/c. 231, karan. nomep 100/c. 231, karan. Ho-

mep 102/c. 232, karan. Homep 183/c. 233, karan. momep 208/c. 232, karai.
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HoMep 45/c. 232, xaran. Homep 75/c. 232 BianosinHO). B ocranHix poboTax THI
00IMYYs MOCTYNOBO €BOJIIOLIOHYBAB, CTABAB yC€ MOHYMEHTAIBHIIINM, a B Xapak-
Tep 10 OO0 Ta YKOPCTKOCTI JOJATUCS MIIIb 1 CTaTHKA.

300pakyBaB XyAOKHUK TaKOX 1 KYpAChKI THUIAX1, OTHAK B HUX JAOMIHY-
I0Th HIBUJIIE Tyra, MPUXOBAHUN CyM, 4acOM — KOJIOYICTh MOTIISAY, aHIK BH-
KJIMK Ta KUHYTHI YCbOMY CBITY CYNpPOTHB CyTO BipMeHChbKuX oOpa3siB. Kapro-
Hu «KypnasiHka B HalliOHaJIbHOMY KOCTIOMI» (1., kataja. Homep 12/c. 242) ta
«KypasuHka B 3eneHid cniaHui» (1., katai. Homep 24/c. 240) cnokiiHiu 3a
PUTMIKOIO Ta 011 HEUTpaIbHI 32 KOJIOPUCTUYHUM BUPIIICHHSM TBOPH, B AKUX
J1ACHO OLIbIe YBAaru NPUAUICHO MTYAIFOBAaHHIO HALlIOHAJIBHOTO BOpaHHS.

[Homi ['eramsiH, SIKOTO 3aBXKU BBaXKaJIU OJUCKYYUM PUCYBATbHUKOM, MIT
«ymnidMaTu» xapakTep, nepeaaTu BCIO CYTHICTh HAI[lIOHAJIBLHOTO KOJIOPUTY, 3aB-
JSIKW OJTHIH JIMIIIE pUTMIIIi, a00 5K HaBITh BAAJIUM XapaKTEPHUM KOJIOPUCTHUUYHUM
BUpilIeHHAM. [linTBepIKEHH OO MOXKHA MOOAYUTH, HAPUKIAJ, Y KapTOHI
«Icnanka» (u1., karan. Homep 14/c. 241), ne XymoKHUK MailCTEpHO IepeaB
TOPJICTh 1CMIAHCHKUX KIHOK 3aBISKU OAHIN TiUIbKHU 1031. [locTark cTOITH, Mmij-
BIBIIIM TOJTIBKY 3 YEPBOHOIO TPOSHIOIO Y HOPHOMY BOJIOCCI, KPYKH B OOKH», Jie-
MOHCTPYIOYM BUKJIUK. Y 11 TOPAOBUTIN, HABITh TPOXHU 3BEPXHIN Kpaci — BECh
KOJIOPUT ApamaTudHoi [cnanii.

3aBISKU KOJOPUCTUYHOMY BHPIIICHHIO, OPHAMEHTAIBHUM KOHTpAacTaM
1 JIOMiIHYIOUMM 4YOpHUM TuisiMaM [eramsin mepenae kojoput adpuxanok. Lli
pUCH CIIOCTEPIraroThesi B KapToH1 «AdpHukaHka B KOBTOMY» (1J1., Karaa. HO-
Mmep 338/c. 241), a Takox B poOOTi, IO CTaNa 3HAMEHUTOI 3aBISIKHA BHUCOKIH
BapTOCTI MiJ Yac MpoAaxy ii Ha ayKI[IOHI BXke yepe3 0araro pokiB MO CMepTi
aBTopa, B 2011 porii, — «Adpukanka» (1980-T1 pp., kapToH, omisi). Ll pobora,
Ty’Ke KpacruBa KOJOPUCTUIHO, BOHA MOOYI0BaHA HAa KOHTPACTaX ICKPaBO-KOBTO-
ro TJ1a Ta €OEHOBOTO Tija X1HKHU. [HOI 11 HA3MBAOTh OJTHUM 3 KpalluX €THIYHUX
00pa3iB MaiicTpa, xoua, MabyTh, I1€ BCE XK € ACAKUM MEPEOUIbIIICHHSIM — aJ[kKe y
I'eramsina 6araro HaIriOHAJIBHUX THUITAXIB, OUTBIIICTD 13 IKUX HE TIOCTYIAKOTHCS
«AdpukaHili» piBHEM BUKOHAHHS.

Hewmano B. I'eramsn 3BepTaBcs 1 40 poCiChbKUX MOTHUBIB. Y 111 cepii 00-

pasiB mepeBa)xkae Ka3KoBICTh, (PONBKIOPHICTh XapakTepiB. i kapToHU yacTo



HaraJyoTh TeaTpalibHI JIeKOpallii, CIOTISAal0UH sIKi, HEMOXKJIMBO HE 3TaJlaTH
o6pasu O. I'onosina uu M. JlapioHoBa, AKi poOuIucs s OalleTHUX JAT1IeB-
cbkux ce3oHiB y Ilapmxki Ha mouatky XX cT. BoHu myxke xapakTepHi 3a TH-
nakaM# Ta BOpaHHSIM, 9aCTO MOEAHYIOTHCS 3 €JIEMEHTaMU HE MEHII THIIOBOI,
CBOEPITHOT apXITeKTypHu. XapaKTEPHO, IO YACTO 1€ HE TIILKU MOOANHOKI 00-
pasu, gk OyBajio B IHIIMX BUMAJKaX €THIYHOrO IITYAIIOBaHHSA, a i Oararodi-
TypHI KOMIO3UIIII, 110 I€MOHCTPYIOTh 3HAHHS 0COOJUBOCTEH HAIlIOHAJIBLHOTO
BOpaHHS PI3HUX €I0X, 1 TOCTpe, OE3MOMUIIKOBE BIAUYTTS cneuu(iku Halio-
HaJIbHOTO 00pa3y — TYT 1 BakKKyBaTa MallsiBiHCbKa Milb: «Pociiickka 6aba»
(171., xaran. Homep 178/c. 241); 1 MmonyMeHTanbHa po3kint: «Pocis» (i1., Ka-
Tayu. Homep 148/c. 247); 1 6ararcTBO OPHAMEHTAJIBHOTO SICKPABOTO pO3MaiT-
Ta: «Pociiicbki MoTuBM» (1., Kartaja. Homep 172/c. 247).

[{ikaBo BIAMITHTH, III0O B POCIACBKUX OOpa3ax MUTIA € KiJIbKa BapiaHTIB
«Ornsauny, B IKUX, HE TUBIISIYMCH HAa CIOKETHY Tapasesb 3 BIPMEHCHKUM TOJIOT-
HOM «Beciiig 6e3 KoXaHHS», MICTUTHCSI a0COIOTHO 1HIITUI XapakTep K 3arajb-
HOTI'O €MOIIIITHOIO CTaHy, TaK 1 TpakTyBaHHA o0pa3iB. B «Omsaaunax I» (1., karai.
Homep 176/c. 208) ta «Pociiicbkomy cBaTi» (171., karan. Homep 181/c. 209) Bin-
YyBa€ThCS LIUPOTA, PO3MaX, T'YUHICTh, TO1 K BIPMEHCHKI KAPTOHU MPOCSIKHYTI
0011eM 1 TpariaMoMm.

Han3zBuuaitHO HiKaBUMU ISl TOCIIIIKEHHS! KOMIIO3UTOPCHKUX YMIHb XY-
JO’KHUKA 1 17151 JOBEACHHS HOTO BUCOKOTO MPOodeCcioHani3My sk MaiicTpa puTMy,
€ xaptoHu «bosipu I» Ta «bospu II» (i1., karan. Homep 99/c. 210, katan. Ho-
mep 42/c. 209 BinnoigHo). OcobnuBo kaptoH «bospu 11», — MabyTh, Kpamuii
JI0Ka3 TOTO, 110 CIIPAaBXKHIM MUTEIb 3/1aT€H MOKa3aTH €THIYHUM XapaKTep, HaIl10-
HaJLHUM KOJIOPUT HABITH Oe3 aeTaiizallii BOpaHHs, 06e3 SK0iCh 0COOIMBOT KOJIO-
PUCTUYHOI CXEMH, BUKOPUCTAHOT TUIBKU B IaHOMY pa3l, a pUTMIYHO, KIJIbKOMa
JHISIMU 33/IaBIITU IEBHUN PUTM, 1 KiJTbKOMa 00’ €MaMu y3arajibHEHO MO3HAYUTH
netaii BOpanHs. B kaptoni «bosipu II» I'eraMsiH (akTHYHO CTBOPUB reOMETPU-
30BaHy KOMITO3HI[I}0, HAMITUBIIHM Ciel(ivHi BIi3HABaH1 BUCOKI MIANKu 00sp,
0e3MOMMIIKOBO BraJlaBIly iX nponopuii ta ¢Gopmy Ta 3aaBLIM TOYHUN XapaKTep
wisiMaM OOSIpChKHX TIyO, 110 CTBOPIOE 3arajbHy MPHU3EMKYBaTICTh, Ba)KKyBa-

TICTh, MIIIb.
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Taxi x pucu momiTHi B kapToHi «Ilap» (1., katan. Homep 147/c. 210), y
SKOMY OCHOBHOIO PHCOIO CTaja JiesKa J3BOHOMOAIOHa cTaruka. Bona Han3Bu-
YallHO KOHTPACTYE, HAIIPUKIIAJ, 3 TOHKICTIO 1 XUMEPHICTIO XOJIOTHOTO 32 TaMOIO
kapToHy «Cxia» (1., Karan. HoMmep 156/c. 246).

[Topyu 3 BipMEHCHKMMH OOpa3zamMu HaWOaraTIIMMHU CTaJIM YKPaiHCBKI,
NepeBaXHO — Kapnarchki. J{o HanioHanbHUX 00pa3iB YKpaiHu, B K1 MPOKUB
MiBKUTTS, ['eramsiH 3BepTaeThcsi yacto. Panm ykpalHCBKMX THUIMaXiB 3’ SBUBCS
B Horo TBopuomy Oaraxi paHime 3a iHmi — Bxke 3 1960-x pokiB. Xapaxrep-
Hl KOMITO3UIIIMHI CXeMHU, 5Kl 3rOJA0M XYIOKHUK HE pa3 BUKOPHCTOBYBATHME i
B IHIIMX WITYyAiAX, Oyau BHepuie anpoOoBaHI caMe€ Ha T'YLYJIbChKUX 00pa3ax.
ITepenycim, Toit caMuii MOTHUB «IPEACTOSHHS», KOJIU MHUTEIb IOJA€ TMOCTATh
13 miaHATUMU goropu pykamu. Craruky OpaHT BiH 3acTOCOBYe B 60-T1 poku
XX cT. B yKpaiHChKOMY LUK KapToHIB: «['yilynka 3 miaHITAMHA pykamu» (111,
karan. Homep 2/c. 238), «['yuynka B uepBoHOoMy daptyci» (ij1., KaTajl. HO-
mep 25/c. 238), «Pyna rymynka 3 OJIakuTHUMHU OYMMa Ta JABOMa ydamamu» (i1.,
Karaji. Homep 26/c. 238), «'yiynka 3 dameroy (1., katall. HoMmep S/c. 238).

Crornsnaroun i KapTOHU, HE MOXKHA HE MOMITUTHU BIUIMBU aBaHTapy,
MHUCTENTBa GOHUYKiBIIiB, mprcMaky TBopuocTi Onekcanapu Excrep. Im npura-
MaHHa OpHaMeHTali3allisl, CyBOPUIl reOMeTpuU3M, ajie CBITIIa, JIeTKa maiiTpa, K
y KapTOHI 3 TYILYJKOIO, 1110 TpUMA€ B pylll yairy. T1 )k pUcCH COCTEPIraroThCs
B TBOpax «lyiynka Ha T CHUHIX Tip» (U1., Kataja. Homep 49/c. 239), mikaBiii
po6oTi «['yuynuy (1., katan. Homep 67/c. 240).

VY poboti «Pyna rymynka 3 6OJJakiTHUMH OYMMa Ta JBOMa Yamamm» (1.,
Katajl. Homep 26/c. 238) Takok MPOCTEXKYEThCS BIUIMB JaBHBOTPELILKOTO MHC-
TEITBA, 30KpeMa 00pa3iB, 110 3yCTPIYAIOTHCS Y KYIbTYPl KPUTO-MIHOMCHKOT ITH-
BUII3awiil. PoBeeH1 pyku 3 yaliamu, BeJIMKI MarHETUYHI O4i, CTaTUYHICTb, TJIU-
OMHHI CIIOKI1# Ta BeJIWY, BHYTPIIIHS BIICTOPOHEHICTh 00pasy cATaloTh KOPIHHAM
JABHIX YaciB Ta CTAIOTh BIJJIYHHSM BOTHBHUX CTAaTyeTOK OOTHHB 31 3MISIMHU.

Bapto cmiBcTaBuTH JBi rpyNny KapTOHIB Ha YKPATHChKY TEMATHUKY, 5IK1 J0-
KOPIHHO BIJIPI3HSIIOTHCS OJIHA BiJ OJHOI K MaHEpPOI BUKOHAHHS, TakK 1 KOJO-
PUCTUYHO, 0O JIpyra rpymna € JOCUTh BaXKKOIO 3a MaIITPOI0, HE TAKOI CBITIIO-

HOCHOIO, SIK BUIII€3rajlaHl KapToHu. ieThes npo TBopH « Ykpainka» (1J1., Karad.



Homep 316/c. 239) ta «IlopTpet rymyna» (i1., karan. Homep 47/c. 239). Boun
Oynu HanucaHl HanpukiHIi 60-x pokiB XX cT., ajie B 1HILIA TEXHII[l, HE Ha Kap-
TOHI, @ Ha TMOJIOTHI, 0€3 BUKOPUCTAHHS TEMIIEPH, SIKa TsHKIE 70 y3arajibHEHHS
Ta IJIOUIMHHOCT1, 0COOIMBOI eKopaTuBHOCTI. OOMBa TBOPHU € aKaJeMIYHUMHU,
3aBEPILIEHUMH, PEaICTUYHUMHU, TyT Mai)ke He 3aJUIIa€ThCsl MICILS TeaTpalib-
HIl 1I€KOPAaTUBHOCTI, 00pa3y MEHII IMIOLUIMHHI, X04a MOHYMEHTAJIBHICTh BCE XK
HasiBHA 3aBJSIKM MO3aT4YHOCTI MUChMA, IO BPyOeIiBCHKOTO IyXY, 10 SKOTO HE
pa3 3BepraBcs Banepiii I'eramsan. g xapakrepucTika HaOnMkae MOJOTHA 10
MOHYMEHTAJIbHUX HACTIHHUX IMaHHO. Ta rojloBHA BIJIMIHHICTH IMX TBOPIB — iX
JOCUTH Ba)KKa, TEMHA, HABITh JEIIO 3eMJIMCTa KOJIOpHUCTHKA. [lo TOTO X, y IUX
IBOX poborax, sk 1y TBopax «['yiynu» Ta «['yiynka Ha TJI1 CHHIX Tip» JEKOo-
PATUBHICTh BUPILIEHHA TJIa 3aMiHEHA HA HAsABHICTh NEW3aXXHUX BKparuieHb. Lls
0COONUICTH BiJJIalisi€ TBOPU B1J] 3HAKOBOCTI Ta YMOBHOCTI.

3BEpHEHHS /10 €THIYHMX 00pa3iB, peTesIbHE NOCIIIKEHHS, Malke mpe-
napyBaHHsI, HAalllOHAJIbHUX XapaKTepiB — 3aBJIaHHs, SIKE CTaBUB Mepe] co0oro
Banepiit I'eramsiH BOpoJoBX yChbOrO0 TBOPUOIO KUTTSA. BiH nepenaBaB Halio-
HaJLHUM KOJIOPUT KOJIbOPOM, PUTMIKOIO, (POPMOIO, MOCTIHHO BUBYAOYH BOpaH-
Hs, TUIOBI OCOOJMUBOCTI 00JIMY, PO3TAIIOBYIOUYM 00pa3 y XapaKTEpHOMY ce-
PEIOBUIIl — UM TO apXiTEKTypHOMY TJi, U (hparmenTax neisaxy. [l{opa3y BiH
OyB 31aTeH 3a(ikcyBaTu HaliXxapakTepHille, HEMOBTOPHE caMe it 0OpaHoro
00pa3y, 3poOMBIIK HOTro BITI3HABAHUM, TOCTPUM Ta YHIKAJIBHUM. AJie KOXKHUM
3 KOpIIYCIB €THIYHMX 00pa3iB XyIOXKHHUKA, Xail TO BIPMEHCHKI, Y YKPaiHCHKI,
YU POCIHCHbKI MOTHBH, BAPTUI JOCTEMEHHIIIOTO JIOCIII)KEHHS Ta PO3IIMPEHOTO
aHaJizy, 00 10 CbOTO/IHI 1151 TEMa MOXKE BBAXKATUCA OJHIEIO 3 JJAKYH BITUYUZHSIHO-
r0 MUCTELITBO3HABCTBA.

3arajioM MOXKHa BIJ3HAUUTH, 110 TEMaTHKa pPOOIT XyIOKHUKA, a caMme,
3BEpPHEHHSI JI0 HAI[IOHATBLHUX XapaKTepiB, HE € KITFOYOBOIO I TBOPUYOCTI 0J1€Ch-
K1X HOHKOH(popMicTiB. [Ipuramanna Banepito ['eramsiny Tumizanis ta y3araib-
HEHICTh 00pa3iB 30BCIM Jlajieka BiJ BKpail 1HAMBIAYaJli30BaHOTO PaJITHCHKO-
ro MPOTECTHOTO MUCTEITBA. AJDKE OCOOMCTHI XyHOXKHIA MPOTECT JO3BOJISIB
MUTISIM-HOHKOH(OpPMICTaM MPOIEMOHCTPYBATH TOCTPOTY KOHQIIKTY «0COOU-

CTICTh — COLlyM». B TBOpPUOCTI Xy[0’)KHUKIB TAKOrO0 HANPSIMKY OyAb-I10 THUIMI-
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30BaHE Ta y3arajibHEHE MOJIaBaOCs K XapaKTepucTuka GopMaibHOTO OdiIliii-
HOTO MHCTEIITBA 1 0JIpa3y MapKyBaloCs 3aCTapiiuM Ta XyA0’KHbO-HEBUPA3ZHUM.

HaiiBumuii mpodeciiinuii piBeHb BUKOHAHHS OJIpa3y BiJipi3Hse TBOpHU Ba-
nepis I'eramsiHa BiJ SICKpaBUX, BTIM, HE 3aBXKJH XyJ0KHBO JOCKOHAJIUX TBOPIB
npeacTaBHUKIB HeodimiitHoro mucrenTsa Il monoBunu XX ct. OaHi 3 TONOB-
HUX PUC HOHKOH(OPMI3MY — aKTYaJIbHICTb, YITKA MPUB’S3Ka 10 KOHKPETHOTO
4aco-IIPOCTOPOBOTO Ta 1ICTOPUKO-KYJIBTYPHOTO KOHTEKCTY 1, HAMTOJNIOBHIIIIE, 3a-
JICKHICTh B1Jl I[bOTO KOHTEKCTY — IIIJIKOM 00X0/1sITh 'eramsina. Horo TBOPYICTb,
Hacammepesa, Ipo yHIBepCcalIbHUN T'yMaHICTUYHUN aOCOJIOT, a HE peakiiio Ha

MHUHYIIIE.



PO3AL 3. JIOJAS IJIEM TA XVYIOXHBOI CIAJLLMHUA
B. TETAMSTHA

3.1. TBopu XynOKHHMKA B peCTaBpaIliiHii MPaKTHUIIL.

CoporonHi TBOpuMil crmanok Banepis I'eramsiHa €KCIIOHYETHCS B KpalIUX
My3esX, Ha HalOMMK4l KiJbKa POKIB 3aIJlaHOBaHI MEPCOHANIbHI Ta KOJICKTHB-
HI BUCTABKHU B YKpaiHi Ta 3a KOpAOoHOM. PoboTu malicTpa MaHIIpyIOTh CBITOM,
3 SIBJISIFOYMCh Ha ayKIIOHAaX, B MPUBATHUX KOJEKIIAX, JE€PKAaBHUX KYJIbTYPHUX
iHeTuTyIsIX [28, 30, 45]. Bee 11e cTano MOKIMBUM HE JIUIIE 3aBASKU CEPHO3HIM
TOCIIIHINA Ta TMOMYJISIPU3aTOPChKiii poOOTi, 0 MpOBaUIacs B OCTaHHI POKH,
aJie ¥ 3aBIIKH KOMIUICKCHUM BI1JHOBIIOBAJLHUM Ta CTAOUII3AIIMHUM 3aX0/1aM,
CIeriaJibHO pO3pOOJCHUM ITif IS MPOECKT.

[lepie 3HaliOMCTBO IIMPOKOTO KOJIA MISA1a41B 3 dKUBOIUCHUMU Ta rpadiyHu-
MU poboramu Banepist I'eramsna BinOymocs B 2001 porti, mig gac mepiioi peTpo-
CIeKTUBHOI BHcTaBku MaiicTpa B Oneci [38]. Toxai B BucTaBkoBUX Iomax Oneck-
KOTO TEIIHCTUTYTY €KCIIOHYBaJIMCS BEIHMKI TeMaTuyHi kapTuHu Maiictpa. Cepen
HUX Brepiie Oynu nmokazaHi «Xaukap» (U1., karai. Homep 317/c. 230), «Becuus
6e3 mo0o0B1» (1., karai. HoMmep 318/c. 222), uuki «baner» (11., Karaja. HOMEp Ka-
tajn. Homep 29/c. 170, karan. Homep 30/c. 170, karan. nomep 315/c. 170).

Ha xanp, y 3B 13Ky 3 0COONMBOCTSIMU 30epiranHs, OUIBIIICTh POOIT Oymu
IpeACTaBIEHI B HE3aJ0BIJILHOMY CTaHl. bararo pokiB MoJIOTHA Ta KAPTOHU 3Ha-
XOAMJIKCSI B 3TOPHYTOMY BUIJISI/II B YMOBAX, AJIEKUX BiJl HOpM MY3eHHOro 30e-
piranHs. Ha nepmiiii mocMepTHIi BUCTaBLI KAPTUHH TaK 1 €KCIIOHYBAJIHCS: 0€3
MiIpaMHUKIB, 0e3 uuIeHHs, 0e3 koHcepnallii (noa. 19). Ta, He 3Baxkaroun Ha 11€,
BOHU cIpaBuiIN Qypop B XyAOKHbOMY KUTTI OnecH.

B HacTynHi poku poOOTH 3HOBY MiJaIuCs Mepernagam BoJIOriCHO-TEMIIe-
paTypHOIO Ta CBITJIIOBOIO PEKHUMIB, BIACYTHOCTI HATATY, J1i MOOYTOBOIO MHITY
Ta IHIIUX HEOe3NMeUYHNX YMHHMKIB. B pe3ynbrari BoHU oTpuMaiu aedopmarii Ta
JNECTPYKIIii, IKUX Baxkko 1mo30ytucs. B 2015 poiii moyanucs akTUBHI MiATOTOBY1
po0OOTH 1O BpSITYBaHHIO XyJI0KHBbOTO cniafky Banepis ['eramsna.

Ha Toit MOMeHT nepeBakHa OUIBIIICTh poOIT 3Haxoauacs B Oneci. Bpa-

XOBYIOUM CKJIQJIHICTh MaWOyTHIX aTpUOYIIHHUX 1 BIJHOBIIOBAJIbHHUX 3aXO/IIB,
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kapTuHu Oynu mepeBe3eHi 1o Kuea. Komanga ekcrepriB Ta pecraBparopis,
copMoBaHa 1 LMX LUIEH, mobaduiia nepesx coOow JUIIe pypKH, 3arOpHEHI
B TIOJIIETUJICHOBY IUIiBKY. Bcl poOoTH (Ha MOJOTHI, KapTOHI Ta marmepi) Oynu
3rOpHEHI, )KO/IHA He Oyia HaTATHEHa Ha MiJpaMHMK. [[eski TBOpU 3HAXOAMIIUCS
B TAKOMY CTaH1 JECATUIITTIMH.

PetenbHuii aHami3 craHy KapTuH, CUCTEMaTH3allisl JaHUX, BU3HAYEHHSI MP10-
PUTETHOCTI 3aBJIaHb TO3BOJIWIIN CKJIACTH IIJIaH PeCTaBpalliiHuX poOiT. Asie pecTaB-
paropu 31TKHYHcA 3 psaoM npodiieM. [lepi 3a Bce, BUSIBUIIOCS, IO B KpaiHl HEMaE
JIOCBI/Ty BIIHOBJICHHS pOOIT Ha KAPTOH1 HACTIIIHKU BEIMKOTO (hopmary (4acom Iuio-
I11a KapThH nepeBuIrye 15 m?). binblie Toro, Hemae Hi MPUMIIIICHHS, Hi 00J1a IHAHHS
JUIS Takux 1ijaeil. B pe3ynbrari Oyno npuifHATE pIlICHHS PO CTBOPEHHS PECTaB-
paniifHoi MaiicTepHi 3 HEOOX1THUMH YMOBaMU CIEIlialbHO 1] TOCTAaBJICH] 3a/1a4i.

[pumimienns miomiero Giapine 400 mM? Oyl10 OCHAIICHE CHCTEMOIO IIPO-
(deciiiHoro OCBITIIEHHS, 00JaJHAHHS PO3pOOISIIOCS 3 ypaxyBaHHSIM MacllTa-
01B TBOpiB Ta yMOB KoM(opTHOi poboTu 3 HUMHU. PecTtaBpaiiiini cTonu-TpaH-
chopmepu TO3BOIIIN MPALIOBATH OAHOYACHO HAJ KiJTbKOMa TBOPaMU; BUKOPH-
CTaHHS THEBMOOOIaAHAHHS 1aJI0 MOXJIMBICTh JOANIMBO OUUINATH 1 (PIKCYBATH
¢parmenTu Kaptud (noa. 20).

3arajibHa OCHIJOBHICTh POOIT BKIIFOUasia HACTYIIHI €TaIlu:

" BUMIpIOBaHHSA (PI3MUHHUX PO3MIPiB TBOPIB 1 hoTOPIKCAII;

" Bi3yaJIbHUH OIS Ta aHaJi3 CTaHy TBOPIB;

" OIS B KOCOIAAalouoMy CBITHI, YIbTpad10i1eTOBOMY Ta iHppauepBo-

HOMY CIIEKTpaXx;

" JIOCHIJXKEHHS 3a J0MOMOTI0I0 U(POBOI MIKPOCKOIIIT;

»  Makpo-hoTodikcallis JIISHOK, 10 BUMAarajiv 10JIaTKOBUX J0CI1KCHb;

" XIMIYHUU aHaJ13 MPoO OCHOB, IPYHTIB Ta (papOboOBOTO 1IAPY;

" BHU3HAYEHHS pecTaBpalliiHUX METOMAIB [yl KOOKHOTO KOHKPETHOTO TBOPY;

"  OQUMWIICHHS Ta Je31HEeKIIis;

*  BHAAJCHHSA AedopmMaltiii;

= 00OpOTHE BIIHOBJICHHS AUISHOK, SIKI HIJAaTUCs JeCTPYKIIIi;

" YKpIMJICHHS TBOPiB CHEIIaJIbHUMU PEYOBMHAMHU Ta 3a JOTIOMOTOIO Y-

OJIOIOUMX KpaloK;



" HaTATYBaHHS TBOPIB HA MiJIPAMHUKH;

" HAHCCCHHS 3aXHCHMX 3aC00i1B;

" KOHCEpBallisl TBOPIB.

B 3aranbHOMY MiArOTOBY1, TOCHIJHUIIBKI Ta pecTaBpaliiiHi poOOTH MPo-
JTOBXKYBaIUCS Maike Tpu poku. Hax BiTHOBIEHHSM KuBoMHCY Ta rpadiku Ba-
nepis ['eramsina npauroBaiia Opuraaa pectaBpaTopiB MiJ KEPIBHUITBOM PECTAB-
patopiB Buloi kateropii 3 HarioHaapHOTO HAYKOBO-OCIITHOTO pecTaBpalliii-
HOTro 1eHTpy Ykpainu. [Ipu po3poOiii METO/IB Ta €TAMHOCTI B1IHOBIIOBAIbLHUX
3aX0/11B BUKOPUCTOBYBAJIUCS, B TOMY YHUCJI1, HAITPAI[IOBAaHHS B 111i1 cepl BUSHUX
3 pecTaBpaliiiHuX MaiicTepeHb TpeThsKOBCHKOI rajepei. YcmimrHa ampooaris
PO3pOOJICHNX METOJIUK JTO3BOJISIE BUKOPUCTOBYBATH iX B MOAAIBIIIOMY /i 30€-
pPEeXEHHs CHaJKy IHIIUX XyI0KHUKIB.

KpiM MucTenrBo3HaBuOi Ta pecTaBpaTOpChKOi T'PyM, HajJ MPOEKTOM
npaioBajia komanaa npodeciiiHux MaincTpiB-ctoisapiB. Ilepen Humu Oyro
MOCTaBJICHE 3aBJaHHS BUTOTOBUTH BEJIMYE3HY KIIBKICTh BEJIHKO(OPMATHHUX
N1IPaMHUKIB, TOCUTh )KOPCTKUX JJIsSI TOTO, 11100 HaJ1ifHO 3adikcyBaTu Ta 06e3-
MIEYHO TPAHCIOPTYBATU TBOPH, 1 B TO K€ YaC, JOCTATHHO JIETKUX Ta PYXJIUBHUX
JUJIs TOTO, 11100 KapTUHU He AeopMyBaIucs MpH nepernagax piBHIB BOJOTU Ta
temneparypu. KoHCTpyKIlis Takux MipamMHUKIB Oyna po3pobiieHa eKcrepu-
MEHTAJILHUM METOJIOM 3a KPECJIEHHSIMU Ta MiJ KEPIBHUIITBOM pEeCTaBpaToOpiB.
Jlnst umx mijgei maiictpu Bukopuctanu 0am3bko 30 M® sxicHoro gepesa. Ha
¢diHanbHIN cTajli KOHCepBallil NMepeBa)kHa OLIBIIICTh KapTUH odopmiisiiacs
B OareT, KM TakoX OyB BUTOTOBJICHWN BUHSATKOBO IS CIaAuHu Banepis
I'eramsna. I'padiuni TBOpU 115 3an1001raHHs WIKIJJIMBUM BIUTUBAM OTOUYYIOYO-
ro cepemoBuina oGopmieHi Mig CKIO 3 JOTPUMAHHSIM BCIX MY3€HHHX BHMOT
(mom. 21) .

[1i yac pecTaBpaiitHuX pooIT BUKOPUCTOBYBAJIUCS JTUIIIE 3BOPOTHI METO-
TV BiTHOBJICHHS TIEPBUHHOTO BUMIISIAY KapTUH. | HalroMoBHiIIE, HISIKOTO BTPY-
YaHHS B IEPBUHHUH 3a]TyM aBTOpa 371HCHEHO He OyJ10. SAKIIOo 3 IKMX0Ch TPUINH
BTpaTa GparMeHTy BUSBIISIIACS HE3BOPOTHOIO, TO PECTAaBPATOPH HE HaMarajucs
BIITBOPUTH MeH (pparMeHT 3TiHO 3 BIACHUMHU «IyMKaMU», «BIIUYTTAMH» UM

«baueHHssiMu». PecraBpaiiiiina rpyna mpaioBalia 3TigHo 3 nojioxkeHHs MU «Be-
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HeliaHchKoi xapTii» (1964 p.), B AKiii CKa3aHO, 10 «Je MOYMHAETHCS TIMOTE3a,
TaM 3aKIHYy€EThCA pecTaBpatis» [29].

binbiia yactuHa pe3yapTaTiB MiArOTOBYMX J10CIIIKEHb OyJia BUKOPUCTaHA
TakoX Tpu aTpulyiii TBopiB Banepis [eramsina. OkpiM 1bOTO, ChOTOJIHI BOHU
BIIITPAlOTh HAJBAXKIIMBY POJIb B €KCIIEPTU31 aBTEHTUYHOCTI XyJA0XKHIX 00’ €KTIB,

AKI PUMHUCYIOTh MACTPY.

3.2. [IpobneMaruka arpuOy1iii Ta eKCIepTU3n XyJI0KHIX poOIT MaicTpa.

ATpuOyI1isg — MOYaTKOBHH Ta CKJIATHUM eTan Oyb-sKO1 10 CJIAHUIIBKOT pO-
00TH 3 TBOPOM 00pPa30TBOPUOro MUCTENTBA. HacTo poOOTH BijJ CAMOTO MOYATKY
(HEHaBMHCHO YM HABMUCHO) MMOMUJIKOBO aTpUOyTOBaHI1, ajie MPU Cy4acHUX TeX-
HIYHUX MOMKJIMBOCTSIX aHadi3y mepeaTpuOyuis siBulle po3noBcromxkene. [Ipo-
1ec nepearpulyIlii mpeaMeTiB MUCTEITBA O€3MEePEPBHO 1€ Y BChOMY CBITI: Bij
IPUBATHUX KOJIEKIIH 10 My3€iB CBITOBOI'O PIBHS, 1 HaifyacTimie B O1K 3HUKEHHS
IIHHOCT1 00’€KTa MOCHIKEeHHS. [HIle mMUTaHHS, 1[0 MalKe 3aB)KIU BJIACHHUK
TBOPY MHUCTELTBA HE 3alliKaBICHUN B MOro nepearpuOyIlii, OCKIIbKH BUCOKUI
PU3UK 3HWKEHHS HOro HemaTepiabHOi IIHHOCTI Ta, 0€3CYMHIBHO, PUHKOBOI
BapTOCTI.

Tpanuuiitno, o6 aTpubyTyBaTH MPEeIMETH MUCTEITBA YU MPEAMETH KO-
JEKI[IOHYBaHHs, HEOOX1AHO MPOBECTU KOMIUIEKC €KCIEPTHUX niil. ExcriepTusa
BEJIETHCS TapajeibHO B TPHOX HAINPAMKAX: TEXHIKO-TEXHOJOTTYHI JOCTIKEeH-
Hs1 00’ €KTY, ICTOPUKO-CTUIIICTUYHI JOCIKEHHS Ta JOCHIII)KEHHS IPOBEHAHCY,
TOOTO icTOpii MOOYTYyBaHHS 00’€KTy. be3yMoBHO, BCl eTanmu JOCHTIIKEHHS Be-
OyThCSl BUHSATKOBO HAayKOBUMH METOJAaMHU. [HIIMMH cIOBamMu, Mpu (OPMYIIO-
BaHHI BUCHOBKIB BCS 1H(opmaIlis, sika cIyryBajga apryMeHTaMu, MyCHTh OyTH
(paKTOJOT14YHO MIATBEPIKEHA. Pe3ynbTaTi TEXHIKO-TEXHOIOTTYHUX J1OCII1IKEHD
MOBUHHI MaTH 00’ €KTUBHE JOKYMEHTAJIbHE BTIJICHHS 1 TPOBOJUTUCS TaKUM YH-
HOM, 1100 OyJia MOXJIMBICTh B pa3i HEOOX1AHOCTI MOBTOPUTH iX.

JlocnipkeHHs ciMelHoro 310panHs pooiT Banepis ['eramsina He ctano BU-
HATKOM. BUBYEHHS HIIJIO TphOMA BEKTOpaMu: poOOTa 3 nepiiopxepesamu (mo-

IyK, po3muGpoByBaHHs, aHaJ13 JOKYMEHTIB), poOOTa 3 MarepiajaMu Ta TeX-



HIKaMU TBOPIB MaiiCcTpa, CTHJIICTUYHUN Ta MOPIBHSUIBHUNA MUCTEITBO3HABUUMA
a”aJ13 ¥oro CIaaIiHH.

ATpuby1ist XynoxkHiX pooiT Banepis ['eramsina 3 cimeitHoro 310paHHs Masa
cBoi ckiagHoun. [lepir 3a Bce, 11e BiACYTHICTh JOKYMEHTAIbHO MiITBEPIXKE-
HO1 1HpOpMaIlli Mpo Xyd0KHHUKA, HA SIKYy MOXKHa Oyno 6 onupaTtucs 6€3yMOBHO.
Im’st Banepis ['eramsina, oro >KUTTS Ta TBOPYICTh BUSABUIIUCA HE MPOCTO MaJIO-
BUBYCHUMH, a OBISHI TaKOIO KUJIBKICTIO Mi(piB Ta JIETeHJ, III0 Ha TTOYaTKOBOMY
erari 300py iH(opMaIlii JoCaiIHUIbKA rpyTa KUJIbKa pa3iB HIia MOMHJIKOBUM
[UISIXOM, MIPUIMal0Y 3a iICTUHY HEMATBEpKEHY 1H(OpMaIliio, sSka 3Bydala 3
aBTOPHUTETHUX JyKepes. Hanpukias, mpo #oro mMpuyeTHICTh J0 0JeChKOTO HOH-
koHbopmizmy [21, 27, 37]. AGo indopmarliis mpo Te, MO0 YBECh CBil XyH0XKHIM
cnajok BiH 3anoBinaB Bipmenii. [Ipu neranbHOMY po3cililyBaHH1 BUSBHIIOCH,
0 ¥ mepie, i apyre He OUIbINE, aHIK KpacUB1 aKTyallbHI JIETEHIH.

be3zcyMHiBHUM OyB (akT, 1110 JOCTIKYyBaHe 310paHHs HAIEKUTh MEH3ITI0
Banepis ['eramsina. Ane, TuM He MeHIII, OepydH J0 yBaru KiIbKiCTh poOiT, a Ta-
KO T€, 1[0 Xy/IO)KHUK HE CTAaBUB aBTOrpadu, BCE )KUTTS BUKIIATAB XYIOXKHI JHC-
IIATUTiHA, TOOTO TMOCTIHHO 3HAXOIUBCS B CEPEIOBUII XyI0KHUKIB, Ta MaB CHHA
XyIOKHUKA, TOCTIHUIIbKA TPyIa CKPYyMyJIb03HO aHaTi3yBaja KOXKHY KapTUHY
Ta KO)KeH PUCYHOK. AJI’Ke BCE OJTHO 3aJIMINIaliacs, HeXail HeBeIuKa, ajie WMOBIp-
HICTb, 10 B 310paHH1 30epiraroThcsi poOOTH JIpy3iB, YUHIB a00 CMHA, BUKOHAHI
B MaHepi MaiicTpa. [lificHo, miciisi MPOBEIeHHS MOPIBHAIBHOTO CTUIIICTUYHOTO
aHali3y, BUSBHIOCS, 1110 cepell poOiT Banepis ['eramsina € TBopu He Moro pyku,
X04ya Marepiajio3HaB4Ya €KCIepTH3a MiATBEepAuIa TOTOXKHICTh 3 O€3CYMHIBHO
aBTOpPChKUMHU poOoTaMu. Humu BUSIBUIIMCS 1Ba PUCYHKH JIIOACHKOT (IrypH Ha
KapToHi (IIMOBipHIille 3a Bce, 1€ pOOOTU CTYAEHTIB) Ta OJHA KUBOIHUCHA TEM-
nepHa pobora, ctuiizoBaHa «mij ['eramsiHay (BUcOKa HMOBIPHICTb, 110 L€ Kap-
THHA CHHA XyJIOKHUKA — PIIKICHUI BUIIAJI0K, OCKIIbKU AJMK ['eraMsiH SCKpaBo
1HIUBITyaJIbHUM).

['ooBHUM 3aBIaHHSM TEXHIKO-TEXHOJIOTIYHUX Ta MaTeplaio3HaBYMX J0-
CJIJPKeHb KapTUH Oe3MepeuyHOoro aBTopcTBa Oysia po3poOka Ha iX OCHOBI Iia-
Hy pecTaBpauiiiHux poOiT. | jumne B apyry depry — ¢hoOpMyBaHHS €TaJIOHHOL

0a3u marepianiiB, Kl BAKOPUCTOBYBAB XyJI0XKHHUK, a TAKOXK 0a3u TPacOJOTTUHUX
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nanux. Bei marepianbHi HOCIT iHGOpMarttii (mpobu 0CHOB, IPYHTIB, (GapOOBOTO
mapy; GOoTOJOKYMEHTH MaKpPOAOCTIKEHb) OyIu Ti//IaHl KOHCEepBallii Ta Oyiu
CHUCTEMAaTH30BaH1 XPOHOJOTIYHO 1 TeXHOJOTT4HO (fo1. 22). Takum unHOM, OYB
chopmMoBaHMI BUYEPITHUM KaTaJIoOT, 10 SIKOTO MOKHA 3BEPTATUCS B MallOyTHBO-
MY JJIsl TPOBEACHHS MOPIBHSIBLHOTO aHAII3Y.

Po6ota 3 JoOKyMeHTaMH 3 0COOUCTOrO apXiBy XyHOXHHUKaA JO3BOJIAJIA M-
TBEPAUTH UM CIIPOCTYBATH HA3BU POOIT, K1 HUHI BUKOPUCTOBYIOTHCS B CEPEIOBU-
11l MUCTENTBO3HaBLIB. Hanpukian, ¢pirypytodi B JiTepaTypl Ha3BH BETMKUX CUM-
BOJIIYHUX KapTuH «KpuBaBe BecuIs» Ta « ATIOKATINICUC) TBOpLIeM Oy Ha3BaHi
3HAYHO M’SIKIIIE, 1 3apa3oM OuTbll €eMKO — «Becimis 6e3 KoxaHHs» Ta «Xadkapy.
Kaprunam GaneTHOro mukiy, ki OTpUMaliy CBOi HAMEHYBAaHHS B HYJbOBI LIS~
XOM acolllaTUBHOI TBOPUYOCTI, TAKOXk OyJIM MOBEPHEHI aBTOPCHhKI Ha3BH.

HapuanbHO-MeTOAMYHI 3aMIUCH XYT0KHUKA BIIEPIIIE BIAKPUINA HOTO METOT
BUKJIaJIaHHS, & CIIJIKYBaHHA 3 YYHSIMHU JO3BOJIMIO MPAKTHUYHO PEKOHCTPYIOBA-
TA 1el Meron (moxa. 23). 3aBAsAuyrOud BENUKINA KITBKOCTI TpadiuHUX IITYHii
(BYruuisiM, OJIIBLEM, 3MIIIAHUX) MOXKHA YITKO MPOCIIIKYBaTH 3aKOHOMIPHOCTI
(GhOpMOTBOpPEHHS Ta KOMITO3UIIMHUX 1MoOynoB Banepis ['eramsina, a Ha 0CHOBI
IUX JaHUX POOUTH MPOMIKHI BUCHOBKH PO aBTOPCTBO. ['eraMsiH OyB uy10BUM
pUCYBaJIbHUKOM, BiH BIIMIHHO MPOPaxX0OBYBaB Ta BUOYTOBYBaB Oy/Ib-sIKY KOMIIO-
3uIli0. B 1bOMY BiH BUPI3HSBCS MUCJICHHSAM apXiTEKTOpa.

OpHuM 3 HAWIIHHIIIMX TEPIIOKEPENT € MIOJACHHUK XYIOKHUKA, paHiIle
HIKMM 3 npo¢)eCciOHalliB HE BUBYEHUH Ta HABITh HE MPOYUTAHHUM, OCKIJIBKH BIBCS
BIPMEHCHKOIO MOBOIO. BiH MICTUTh HEBENHKY KUIbKICTh OlorpadiuHoi iHpopMma-
1111, sIKa 3a7jaBaa HampsIMKHA TOAAIBIIIOTO TIOITYKY B JIEPYKaBHUX apXiBax, a TAKOK
MacuB JaHUX Mpo GopMyBaHHA Xy/0’kHbOI MOBU Basnepis ['eramsina (non. 24).

3BepTanHs 10 JlepkaBHOro apxiBy BipMeHii — BaXJIMBHl eTan A0CHiA-
HULIbKOT poboTu. Came TaM Oyiu OTpUMaHI I0CTOBIPHI (DaKTH, IO CTOCYIOTHCS
MOXO/KEHHS Ta ciM’1 MaiicTpa (goxa. 25). 11 nani 103BOAWIN BUSHAYUTH Oarato
«ocobnuBoCTei» ocoducTocTi Ta moBeAinku Banepis ['eramsina, a pazom 3 oco-
OMCTUMU 3alliCcaMy J03BOJMIN HAaMaTIOBATH HOTO TICUXOJIOTTYHHMI MOPTPET.

[aTepB’to 3 ponnmvamu, yuHsiMH, cycimamu B Opeci, €peBani Tta ['ap-

HI jganu e Oinpiie ¢gaxkronoriynoi iHopmaiii npo Oiorpadiro XymoxKHHUKA,



icTOpito Ta 00CTaBUHU CTBOpPEHHs Oararbox poOiT. Hampukian, Ha 4ymoBUX
onmiitHux moprperax «Crapuit Ailk» Ta «JliTHA BipMeHka» (1., KaTajl. HO-
mep 55/c. 163, xaran. Homep 52/c. 162 BignmoBigHO), kuTeni [apHi Bmi3Ha-
JY KOHKPETHHX Jtofe — Hailommxkuux cyciaiB Tep-Menikcuiianis. Ctaporo
Ai¥ika 10ci maM’sITal0Th Yepe3 MOoTro 0OraTUPChKy CTaTypy, a YCTHUSHHY, caMe
Tak 3Bajid 300paxeHy ['eraMssHoM Ha (pOHI Xxaukapa KIHKY, 4epe3 ii KUTTEBY
Tpare/iro: BOHa BTpaTUja YOJOBiKa Ta BCIX CUHIB MiJ yac J[pyroi cBiTOBOI Biii-
HU. binbme Toro, 3HalinIncs CBiIKM 0OCTaBUH CTBOPEHHS LHUX POOIT, TAKUM
YUHOM, BJAJIOCS MaKCUMaJIbHO 3BY3UTH XPOHOJIOTIIO.

Jlo peui, Tam ke, Ha OaTbKIBIIMHI MaiicTpa Oyau OTpUMaHI CBIJOLTBA
TOr0, 10 XyJOKHUK HEOAHOPA30BO MpHIi3AuB A0 BipMeHii Ta mpaitoBaB Tam 3
HaTypu. BiacHe HIYMM 1HIIMM, OKpIM >KUBOMUCY, BiH B ['apHi il He 3aiimaBcs.
Excrnenuinii B OKOJIMII IIbOTO CEIUINA, 10 TUXAE ICTOPI€I0, JO3BOJIMIIM BIICBHE-
HO aTpUOyTyBaTH BEJIMKY KUIBKICTh Mei3axiB (U1., katai. Homep 96/c. 187, ka-
tan. Homep 281/c. 187, xaran. nomep 313/c. 185, karan. nomep 383/c. 186,
katasl. Homep 384/c. 186, katan. Homep 402/c. 186).

[TocinoBHMI MOPIBHJILHUN aHAJII3 CHIAAIIMHN XYIO)KHHUKA 1aB MOYKJIUBICTD,
HapeITi, BOEpIIe CUCTEMAaTH3yBaT WOro poOOTH KAaHPOBO, TEMAaTUYHO Ta TEXHO-
noriuno. [lepBrHHO BUALIEHO OYJIO IB1 TPYITH 3T1IHO 3 TEXHOJIOT1€10 BUTOTOBJICHHS:
rpadiyHa Ta xuBonucHa. [Toganpina qudepenuianis npu3sena 10 GopMyBaHHS OK-
pemMux IUKIB pooiT. Banepiii ['eramsin BUPI3HSABCS AMBOBUYKHOIO MPAIe3AaTHICTIO
Ta nep(eKIioHI3MOM, BiH 0araropa3zoBo MPOIpPaLbOBYBaB 00pa3u i koMmo3ullii. B
3B 3Ky 3 IIUM TIEPBUHHUI YMOBHMIA MOJILT 32 MIPUHIIMIIOM TEXHOJIOTI] 3a3HaB 3MiH
B OiK CIOKeTHO-TeMaruyHoi kiacudikauli. Hanpuknan, Benmukuil nukin «baner»
MICTHUTb SIK PUCYHKHU OJIIBIIEM UM BYTULISIM, TaK 1 OJIHUM/TEMITIEPHUIA dKUBOIIHC HA
KapToHax/mojotHax. Tak camo, «OcMisiHHSY, «[loBCTaHHS Ta THIII UKW MICTSITh
poOOTH, BUKOHAH] PI3HUMHU MaTepiajiaMy B PI3HUX TEXHIKaX.

[lix yac TpuBanoro mpouecy cucteMaTu3amli Jjs OlIbLI panioHaIbHOTO
BUKOPUCTAHHS YaCOBUX PECYPCiB OyJI0 HAIPYKOBAHO JEKiIbKa poOOYHX KaTallo-
B 3 penpoAYKUIsIMU TBOPIB MaiicTpa. 3 KOXKHUM HOBUM BUTKOM JIOCIIIIKEHHS
KaTaJor JOBOJAWIOCS MEepelpyKOBYBaTH, BHOCSYM HOBY Ta MiJAal04u MpaBKam

NOMUJIKOBY 1H(GopManito (mox. 26).
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B uinomy, 3a pe3yiapraTaMu JOCHIKeHb aTprOyTOBaH1 TPAKTUYHO BC1 PO-
0ot 3 cimeliHoro 310paHHs. B pe3ynbrari npoBeJeHUX eKCIEPTHUX Ald BaJO-
Cs BUPOOUTH Ta BUMPOOYyBaTH crielu(PidyHy METOMIONOTII0, SIKY B MOJAIBIIOMY
MOXKHA YCIIIIHO BUKOPUCTOBYBATH JJIs aTpUOyLii i eKCepTU3W TBOPIB HE 3
cimeitHoro 310panHsa. Tak, 1o aBTOpa MoHOrpadii 3a eKCIepTHUM BHCHOBKOM
moao0 poOiT WMoBipHO Banepis ['eramsina Bke 3BepTaiucs IWIEpU, a TAKOX
IpeICTaBHUKU BIJJOMOTO YKPaiHCHKOTO ayKIIOHHOTO AoMy. B ogHOMY 3 Bumaj-
KiB po0OOTa BUSIBUJIACSA HE aBTEHTUYHOIO, 1 1€ JJaJIeKo He nepiiuii 3adikcoBaHUM
nperneeHT. B BulbHOMY 001y 4acoM 3’ SIBJISIFOTHCS TBOPH, 1110 HATAAYIOTh TBOPH
Banepis 'eramsina, Oinbiie TOro, 3 1ICHTU(IKALIECID Yy BUNISIAL PI3HOTO POIY
MIJIIMUCIB, HE JUBJISYUCH HA T€, M0 XYIO0KHUK HIKOJIU HE MMAMHUCYBaB BJIACHI PO-
6otu. Hamararounce NiBUILIUTH BapTICTh TBOPY MUCTELITBA, MPOAABLII TA JUje-
pu poOIATH clipoOU HaHECEeHHs aBTorpada Ha TUIOMUHY poooTU. TparistoTbes
K PYKOIHMCHI, TaK 1 JPYKOBaH1 «IIAIUCH aBTOPay.

B 3B’s13Ky 3 aKTMBHO 3pOCTal0YUM IHTEPECOM PUHKY 10 cnaimuHu Bae-
pia 'eramsiHa, icHyI04i B 00iry TBOpPHM HE 3 CIMEHHOrO 310paHHs Ta Kl HE Ma-
I0Th JJOKYMEHTAJIHHO MiATBEPIKEHOT0 MTPOBEHAHCY, BUMArarTh MpodeciitHoro
0araropiBHEBOTO JOCHIKEHHS Ta MOPIBHSAHHS 3 €TAJIOHHOIO 0a3010 poOIT Xy-
JO’)KHUKA. [[7151 3aXucTy aBTEHTUYHUX KapTHUH (K1 BiJMOBIIalOTh €TajJOHaM aB-
TOPCHKHUX MaTepiajiB Ta XyI0KHbO-CTUIICTUYHUX PIIIEHb, a TAKOXK AKI MAIOTh
JeranbHUN 3aJJOKyMEHTOBaHMI TpoBeHanc) Banepis ['eramsina Gyna po3po0ie-

Ha Ta BIPOBaKEHa crelliaibHa cucTeMa 1IeHTudikaii.

3.3. ®oun im. Banepis leramsna — peamnizaiis CHaJKOEMHOCTI iaeit

XYHOKHHUKA.

[Ticns Binxony Banepis I'eramsna Ta mepiioi mocMepTHOI BUCTaBKH,
CraJIMHa XyJA0KHHUKA 3HAXOAUJIACS B MOJBITHOMY CTAHOBHIIII. 3 OJHOTO OOKY,
BOHA YaCTKOBO Oyyia onpuiItogHeHa [5, 6], ctanu 3’ ABIsITUCS TepIIl O CI1IKEeH-
Hs [2], BUHHK 1HTEepec 0 poOIT MalicTpa B cepeAOBUII KOJeKIioHepiB [§, 19,
20], a omxe, nuiepiB [7, 31]. 3 iHI0r0 OOKY, KAPTUHU XYIOKHHUKA BIAYANTYIITHO

noTpeOyBalii KOHCEpBaIllii, aje MPOJAOBKYBaJIMU 30epiraTucs B IJIAYEBHUX IS



TBOPIB MUCTEIITBA YMOBax. /{0 TOro >k HIXTO, HABITH JIFOJIU, IO 3aWMAaJIHCS TIep-
BUHHUM JOCJIDKEHHSIM KapTHH, MMOHITTS HE MaJM PO MacCIITaOu CITaJIIUHHA
metpa. Ckianacs cutyailis, B siKiii, HapeITi, myOiIi4Ho BUHUKIIO siBUIIe «Base-
piit ['eramsny, ane, mBHUALIE, IK CTUXIHHUN Mid.

[Tepiox 3 2000 o 2015 pik, ko1 TBOpaMu MaiicTpa 3aiimaBcst Anuk ['era-
MSIH, 1€ YeKae TocikeHHs. Ha qaHuii MoMeHT BeneThes poboTa 3 3anucaMu
CHHa XyJIO)KHUKA, IPOBOIUTHCS MOPIBHSUIBHUIN aHali3 3 3anucaMu camoro Ba-
aepist ApyTIOHOBHYA JJI TOTO, 100 BU3HAUYUTH MONAIBIIY MO0 JEIKUX Kap-
TUH. JleKkiabKa ocTaHHIX POKIB XUTTS Anuk ['eramsiH uepes3 XBopoOy 3HaXOIUB-
Cs B CKJIQJIHUX )KUTTEBHX O0OCTaBHWHAX, 1 MOKIIUBICTh CKOPHCTATHUCS ITUM CTaja
HAJITO TPUBAOIMBOIO JIJIsl KIJTBKOX HEIOOPOCOBICHMX YYAaCHHKIB PUHKY TBOPIB
MUCTEITBA.

3 2015 poky mouaBcsi HOBHI eTarn BUBYEHHs TBOPUOi cnaAmuHu Banepis
['eramsina. Macmtab ocoOUCTOCT1, 0OCAT CTBOPEHOTO HUM KYJIBTYPHOTO IJ1ACTY,
SAKICTh TBOPIB BUMArajiu KOMIUIEKCHOTO Miaxoay. OHYK XyloKHUKa — Makcumi-
nian l'eramsan — iHinioBaB cTrBopeHHss Ponay iMm. Banepia 'eramsina, rpoman-
ChbKOI opranizariii, sika 3aiiManiacsi 6 aOCOMIOTHO BciMa MUTAHHSIMU, TIOB’ I3aHU-
MU 3 XYJ0KHBOIO Ta MEJaroriyHoI0 A1STIbHICTIO HOTO BEJIMKOIO /ija.

Huni npeacraBankamu @oH1y BeASTHCA aKTUBHA HAYKOBO-I0CIT1THUIIBKA,
pecraBpaliiiHa, eKCIepTHA, OCBITHS Ta MOMYJIspU3aTopchka poboTta. 30kpema B
paMKax OCBITHBOI Ta MOMYJISAPU3ATOPCHKOI MISUIBHOCTI OyB CTBOPEHMM ODiIliii-
Huii caiit Banepis ['eramsina — https://valeriygeghamyan.com. Bin 3anymannii
SK MalJaHYMK, Ha SKOMY Oyze po3MiIllyBaTHCs MepeBipeHa iHdopMallis Mmpo
XyJIO)KHUKA Ta aHaJiTUKa ioro TBopuocTi. Takoxk 3acHoBaHa [Ipemis im. Ba-
nepis ['eramsina — MOpivyHE 3a0X0UYCHHS MPEICTABHUKIB Bi3yaJbHUX MUCTEIITB,
SKI CBOIM >KMTTSIM Ta TBOPUICTIO JJEMOHCTPYIOTh O€3KOPUCIIMBE Ta CAMOBIAIaHE
caykiHHs mucteurBy (mox. 27). Ilepmum maypeatom Ilpemii ctana Citiiana
Heuait-Copoxka. B 2018 poi IIpemis im. Banepis ['eramsina TpanchopmyBana-
Cs B MDKHApOJHY HAaropoay B pamkax MixHapoIHOro KOHKypcey «Kpammit Xy-
noxxuuk/The Best Artist» [4]. B 2018 poui IIpemis Oyna npucyaxeHa AHTOHY
KoBauy Ta ypouncro Bpyuena xynoxHuky llpesunentom ®@onay iMm. Banepis

['eramsina Makcuminianom ['eramsaom (mox. 28).
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3a IBaAIATh POKIB pOOOTH Ha XyHOXKHBO-TpadiuHoMy dakynbreTi Onech-
KOT'O MEIIHCTUTYTY MalicTep BUXoBaB 0araro Bigomux yuHiB. Cepen Hux Banen-
TUH 3axapueHko, €sred Paxmanin, Bacunp PsGuenko, Onexcannp PoitOypr,
Biktop Bonkos, Cepriit JIukos, Oner Henomutko, IBan JlimoB, Jleonin Boii-
nexoB, Bitaniit Onimenko, Oxcana ta Anaroniit @ypuert, FOpiit ['opbavos, Bi-
krop [lokumaneus, I'puropiit Cynran Ta 6arato 1HIIKUX YCHIIIHUX XyJOKHHKIB.
YactuHa Horo y4HiB, Hanpukiaaa, BaneHtun 3axapueHko, MOApYyxoks Dypiier,
TAKOXK 3alMalOThCS TMENAaroriyHO JISUIbHICTIO, BUKOPUCTOBYIOYM METOJIUYHI
HaIpaIfOBaHHs CBOTO BUMTEIIS.

Manepa Ta cBiTormsgHl npuHuunu Banepis ['eramsHa mpoIoBXKYyIOTbH
KUTU B TBOpYMX Oiorpadisix y4HIB XyJOKHUKA, a 1€ 3HAYUTh OE3MEPEPBHICTD
crajJkoeMHOCTI. B naHoMy BUmajky mpoiiec Ma€e HaBiTh OLIbLI IIMPOKUN PO3-
Max, aHDK TPOCTO 1HJAUBIAyallbHA CMAJIKOEMHICTh XYIO0XKHbBOI TPAAMIIii: HAIIPH-
kian, O. PoiltOypna, skuil HUHI cTaB AUPEKTOpoM OFEChKOro Xya0kKHbOIO MY-
3€10, OTPUMAaB MOKJIUBICTh OQIIIIHOTO BIJIUBY Ha KYJIBTYPHY MOJITUKY KpaiHH,
a 3HaYUTh — (POpMyBaHHS 3HAYHOT YACTHHH YKPaiHCHKOTO apT-TIOJIS.

Came TOMy OJiHI€IO 3 OCHOBHUX (PyHKIIIM DOHTY HOr0 3aCHOBHUKH BBa-
KaIOTh MATPUMKY Ta BUXOBAHHS HOBOTO IMOKOIIHHS SKICHHX YKPaiHCHKHX XY-
JO’)KHUKIB. BUsIBIEHHS, 3a0X04eHH, Oy/b-AKa MiATPUMKA TaJaHOBUTHUX HITEH
Ta MUTITKIB B OTPUMaHHI CIELialbHOI OCBITH — MPIOPUTET AlsIbHOCTI DOH-
ny. CnagkoeMHICTh He TTOBUHHA OyTu BTpaueHa. lllkona Banepis I'eramsina He

3HUKHE 3 BIJXO/IOM y BIUHICTb ii 3aCHOBHUKA.



BUCHOBKH

SIckpaBa TBopyYa JIIOJIMHA, MOKUAAIOYH 1€ CBIT, 3aJIMILIAE€ B HHOMY CBOIO
nerenny. Kum OyB, sIK )KUB, 110 1 4OMY CTBOpHB?.. SIKII0 BiMOBiAl HAa MOAI0HI
NMUTAaHHS XYJIOKHUK CaM YH OIOCEPEAKOBAHO Yepe3 IIaHyBaJIbHUKIB HE apTH-
KYJIFOBaB MIPU KHUTTI, @ MPOCTO TeHIaJIbHO TBOPHUB, fK, Hanpukiaja, Bamepiit [e-
raMsiH, TO MICJsl CMEPTI HABKOJIO MOT0 iIMEHI TOYMHAETHCS, SIK MPABUIIO, BUIbHA
Mi)OTBOPHUICTb.

Came TOMY OJIHMM 3 TOJIOBHUX 3aBAaHb JaHOI poOOTH OyJI0 IEPEMICTUTH
0COOUCTICTh Ta XylOXKHIO ciaAmuHy Banepist ['eramsina 3 obmacti 6winH B 00-
JacCTh MUCTEIITBO3HABYOI HAYKH.

MeTtononorist 1oCHiKeHHsT Oyna BUPOOJIeHa eKCIIepUMEHTAIbHUM LIS -
XOM B Mpolieci 3HaoMCTBa 3 BUXITHUMHU MmaTepiaiamu. PoGora Benacst mapa-
JIeTBHO B KUTBKOX BEKTOpax: iHGOpMAIlIHHOMY, MaTepiaio3HAaBYOMY, aHATITHY-
HOMY, IPUKJIATHOMY.

B xoxi nocnimxenns Oyno peTeabHO BUBUCHE 1HPOpMAIliiHE TI0JIe, TTOB’ S-
3aHe 3 IMEHEM XynokHuKa. Bes dakronoriyna iHpopmMallis mociiIoBHO MepeBi-
psnacs 1 200 JOKyMEHTAJIBHO MiATBepanIacs, adbo Oysa Tak caMo JOKYMEHTalb-
HO crnpocToBaHa. [cHyroua oOMexeHa aHaliThKa TBopuocTti Banepisa ['eramsana
Oyna mpuiiHATa 0 yBaru Ta MOPIBHIOBANACsS 3 BIACHUMH 33I0KyMEHTOBAaHUMH
BHCJIOBJIIIOBAaHHSAMH XyJIOKHHMKa MpO TBopuui mpouec. I[lepmomkepenom, Ha
KWW OMHPAETHCS Y CBOIX BUCHOBKAxX aBTOP, CTAB paHIIlle HE OMPHIIOIHECHUI
0COOMCTHUH MIOJICHHUK XyJTOKHUKA. 3apa3 ekl BaXKIMBUN JOKYMEHT BBEJICHUM B
HAyKOBHI 00IT Ta BIAKPUTHI ISl BUBYCHHS yciMa OaxkatouuMu — OyB BUJAHUM
PEIpPUHT 3 epeKIagoM Ha pociiicbky MOBY (2018 p.), a Takok BeieTbcsi poOoTa
3 BUJAHHSI YKpaiHO- Ta aHTJIOMOBHOTO BapiaHTIB.

BakJIMBOIO YaCTHHOIO JOCHIKEHHS CTAJIO BUBYCHHS apXiBHUX IOKYMCH-
TIB Ta CBIAYCHb CYYaCHUKIB. BUsBIICHI 1aHi T03BOJMIN BiTHOBUTH €TaIlN JKHUT-
TeBoi Olorpadii Banepis ['eramsina, xoda, BapTo BU3HATH, 110 JAESIKI MOMEHTH
MOKH 3aJIUIIAIOTHCA HEBUSICHEHUMH Ta MOTPEOYIOTh JTOAATKOBUX JOCIHIIKEHb.

30Kkpema, MOBa PO MOCKOBCHKUM, O1p001KAHCHKUN Ta MaXauyKaJIIHCbKUM Te-
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piogu. JlomaTkoBi JaHi MOXKYTh 30epiraTucs B apXiBax ITUX MICT 1 IojabIia
HayKoBO-JocaigHa podora @onay iM. Banepisa ['eramsana Oyne npoBoguTucs B
IIUX apxiBax.

B 3B’s13Ky 3 BEJIMKHUM MAacHUBOM HEIOCTOBIPHOI 1HGOpMaIlil TPO XymA0XK-
HUKa, sIka TPAHCIIOETHCS HABITh 3 ABTOPUTETHUX JIKEPEJ, aBTOPOM B TIPOIIECi
JOCIIIKEHHS OyJ10 311MCHEHO JIeKUIbKa moMuiok. Hanmpukiaz, B KITBKOX O1TbII
paHHiX myOuikamisx Oyna nmogana iHGopmartis mpo 6aTeka MaicTpa (HIOUTO BiH
OyB akTOopoM-KOMikoM B €peBaHni) [17, 44], npo npunanexHictb Banepis ['era-
MsIHA JI0 CepeIoBuUIla oJiechbkux HoHKoHpopmicTiB [13, 14, 15], mpo Maptupoca
Cap’dna, sIK IpoO €AMHOTO BUMTENS XyHoxkHUKa [13, 14], HaBITH PO TE, 11O BCIO
CBOIO XYJIO’KHIO CITaAIIMHY BiH 3amoBigaB Bipmenii [13]. Bcei i gqani Oynau mo-
CHIJOBHO CITPOCTOBAHI.

BaxxnuBuii MOMeHT y TBOpuilt 6iorpadii Oyap-sSKoro TBOPIS — 1€ BIUIUBU
Ha (OpMYBaHHS MOTO XyI0KHHOT MOBH BEJIUKUX TMOMEPEIHUKIB. 3aB/ISIKU MOPIB-
HSUTbHOMY aHajli3y IIOJACHHUKA Ta 30€peKeHUX CTYACHTChKUX 1 OUIBII Mi3HIX PO-
01T 32 MOTMBaMU TBOPIB BIIOMUX XYJI0KHHUKIB 3p00JIEHO BUCHOBOK MPO JHKepena
dbopmyBaHHs iHIUBIAyanbHOI Manepu Banepis ['eramsina. CchopmoBanumii Crincok
CBITOBHUX XYJOKHMKIB, SIKUX BiH HaiOl/Ibllle TTOBaXKaB 1 BIUIMB KOTPUX Ha HOro
TBOpUiCTh Oe3cymHiBHUI. Cepen HUX 0co0anBO MokHA BuaLHTH [loms [orena,
Muxaitna BpyOens, Banentuna Ceposa, Maptupoca Cap’ssna. Hemunyuii 18-
Tepec Ta 3aXBaT XYIOKHHUK BiIUyBaB BiJ HaiJaBHIIIONO0 MHCTENTBAa €TUMNTY Ta
A3tii, BipmeHcbkoro CepeanboBivus Ta Emminizmy. Xy1okHI BIZKPUTTS HUX €M0X
3HAUIILTN CBOE BiOoOpaskeHHs B Oarathox pobortax Banepis ['eramsna.

OcHoBHOMW AisuibHICTIO Banepis 'eramsina, sika nmpuHocuiia a0xia, Oyso
BUKJIagaHHA. B ocobucToMy apxiBi XyJqoKHHKA 30€periiocss Y4uMaio MEeTOanuY-
HUX po3poOok. byna npoBeneHa nepBUHHA CUCTEMAaTH3allisl [IUX MarepiaiiB Ta
copmyIp0BaHI OCHOBHI TOJIOKEHHS METOJMK BHKJIAJaHHS XYIOXHIX JTUCITH-
IUTIH, KOTp1 cTBOpUB Maiictep. [loganbiii qociiKeHHs HOro METO/IB BHUKJIa-
JaHHS BapTO MPOBOJUTH CIIEIiaJliCTaM-TIeJJaroram i3 3aCTOCYBaHHSM BiIOBII-
HOTO 1HCTPYMEHTApIIO.

[TapanenbHO 3 MONIYKOM Ta aHali30M iHGOpMAIli MPo XyAOKHUKA HIIIa

poboTa HajJ MOCHIIKEHHSIM Oe3MocepeHbO0 MaTeplalibHOro crajaky Banepis



['eramsna. bynu cucremarn3oBaHi Ta IMMOOKO BUBYEHI TBOPU 3 CIMEHHOTO 3i-
OpaHHsl Ta AESKUX MPUBATHUX KOJIEKLii. Marepiano3HaBul (OCHOBHU, IPYHTH,
IHCTpyMEHTH Tpadiku ¥ >KUBOMHUCY) Ta TPACOJOTIUHI (CIIAM IHCTPYMEHTIB Ta
TEXHOJIOT1M BUTOTOBJICHHS) JAOCIIJPKEHHS JTaJIl BEJIMKUM 0OCAT HOBUX JIaHUX,
SK1 CTAJIA MIATPYHTSM €TaIOHHOI 0a3H, Ha Ky MOKHA BIIEBHEHO OPIEHTYBATHUCS
IpU IPOBEACHHI MOAATBIINX €KCIIEPTHUX A1M 11010 POOIT, SIKi IPUIUCYIOThH aB-
TopcTBy Banepis ['eramsna.

KpomniTka pectaBpariiitna po6ora, sixka Beaacs B mepioa 3 2015 mo 2018 pik,
J103BOJIMJIA HE JinIle cTabuIi3yBaTu cTaH rpadiku Ta xxuBonucy Banepis [era-
MsIHa, ajie W po3poOUTH METOJMKY pecTaBpallli BEIMKOPOPMATHUX KapTUH, BU-
KOHAaHUX Ha KapToHi Ta manepi. Bnepiie B kpaini Oyna mpoBegeHa KOMITJIEKCHA
pecraBpalis HaCTUIbKM BEJIIMKUX TBOPIB Ha KaPTOHHUX 1 MAaNepOBUX OCHOBAX.
Mo>uBO, 1€ TO0CB1J] CTaHE KOPUCHUM JIJIs BITHOBJICHHS CTaHy KapTUH 1HIITUX
XYI0KHHKIB.

BbyB 3po6iennii 0coOnMBUA aKIIEHT Ha TPAKTUYHUX TTpoOIeMax, K1l BUHH-
KaloTh CepeJl KOJIEKII0HEPIB, TUJIEPIB Ta 1HIIUX YYACHUKIB PUHKY TBOPIB MHC-
TELTBa B 3B 3Ky 3 HEJOCTATHICTIO a00 HABMUCHUM CIIOTBOPEHHSM JaHUX PO
XyJIO>)KHUKA 1 iloro TBopuicTh. Hanmpukiian, cnipocToBaHa aBTEHTUYHICTh «aBTOP-
CBhKHX» MIJIMKCIB Ta 3HaKIB Ha TBOPaX, IO 3HAXOAATHCS Y BiIbHOMY 00iry. Lle
HE CIIPOCTOBY€E aBTEHTUYHOCTI CAMUX POOIT (JIJ1 BIMOBIHUX BUCHOBKIB HEOO-
X1JTHO TIPOBECTU KOMIIJIEKCHY €KCIIEPTHU3Y ), ajie BUKJIMKAE CyMHIBU B CyMIJIIHHO-
cti yroa. Konu Ha Takomy crienipiyHOMY PUHKY, SIK pUHOK TBOPIB MUCTELITBA,
IPOJIABIIl UM MOCEPETHUKN HE O0ATHCS pemyTalliiHuX BTpaT, 1€, MepIl 3a Bce,
TOBOPUTH MPO iX HempodeciitHicTh. B 3B’43Ky 3 rocTporo HEOOX1AHICTIO 3aXH-
CTy aBTEeHTHYHUX poOiT Banepis ['eramsina Oyna po3pobiieHa Ta BIPOBaKEHA
cucteMa ix ieHTudIKaIlii.

Ha croromni cnanmmua Banepis ['eramsina ckiiamaeTbes 3 CiIMEHHOTO 3i-
OpanHs (HaOUIbIIA KUIBKICTh KApTHH), @ TaKOX 3 TBOPIB, SIKI 3HAXOIATHCS B
My3esiX Ta MpUBATHUX KOJEKIiAX. Hamaaku XyqoskHUKa 1HII[1F0BAIU CTBOPEHHS
®onay iM. Banepis ['eramsina — rpomMaichbKoi IHCTUTYT, KA 3aiiMAETHCA MOIY-
JSPU3aTOPCHKOI0, HAYKOBO-AOCITHOK TISUTBHICTIO Ta, B IaM’STh PO XyI0XK-

HUKA-BYUTEJISI, TIITPUMKOIO HOBOTO MOKOJIHHS XYJ0KHUKIB.
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B pesynbraTti TpupiuHOi poOOTH 3 BUBYEHHS XYHOKHBOTO Ta 1HTEJICKTY-
anpHOTrO cnaaky Banepis ['eramsHa Baanocs po3BisiTU MHOXKHMHHI (haHTa3ii mpo
HBOTO Ta CIPOOyBaTH MOKa3aTH, KUM HacIpaBi Oyia 115 JIFIMHA 1 III0 BOHA 3pO-
O6una B mucteuTBi. Banepiit ['eramsin — 3aragkoBuii Ta HEOAHO3HAUHUN 00pa3
cydacHoro mucrtenTBa. HaiBHO BBa)karu, 110 1€ JOCIIKEHHS CTAJO BUYEPI-
HUM 1 OXOIUTIOE BC1 ACTIEKTH MOT0 JKUTTEBOI Ta TBOpUOi O1orpadii. [lonepeny e
Oararo pyTUHHOI pOOOTH 3 YTOUHEHHS OKpeMHUX (aKTiB, 1, TOJIOBHOTO, YOTO TIO-

TpeOye CydyacHEe MUCTEITBO3HABCTBO — MNIMOOKOT MUCTEIITBO3HABYOT aHAJIITUKH.

Kuie — Ooeca — €pesan
2019 p.
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FOREWORD

Time — is a mysterious and slightly controlled category of conscious
human being. A deceptively simple question “when?” can stump anybody.
When are you ready to express yourself? When are you able to be understood?
When will your time really come?

Throughout his life, Valeriy Geghamyan carried a pious attitude towards
Time, his own and others, defining its highest value. He spent his Time selflessly
In art, without thinking about acknowledgement and refusing to spend it on
something prosaic and existential.

Almost nineteen years have passed since the death of the artist and
teacher, and for all one knows, maybe now Time, in gratitude to those who
valued him immensely, opens up all the power and depth of the master’s
works. After all, the Time is the main criterion of quality and, the last — the
most important thing, — talent proofing. After all, Time is the main measure of
quality and, which is most important, talent testing.

The pronounced individual style of painting, which acquired the name
of “Gegamyan’s system”, the scale of the conception and its implementation,
the most complex coloristic solutions are the qualities of the artist’s work,
which immediately attract the attention of the viewer. Less noticeable, but
no less significant, are the artistic techniques of monumental art, a tribute to
the ancient art of Africa and the East, and allusions to the world history and
literature.

Valeriy Gegamyan not only created his artistic universe, but he taught
others how to create it. For nearly thirty years, the master taught art. As a
result, he brought up an entire galaxy of first-class artists. Vasiliy Ryabchenko,
Alexander Roitburd, Valentin Zakharchenko, Sergiy Lykov, Victor Pokidanets
and many others are the pride of not only the teacher, Valeriy Gegamyan, but
of all Eastern European art.

Modern Ukrainian art history urgently requires such a comprehensive
research. Aleksey Zhadeiko doesn’t look for easy ways of formal theoretical
discoveries, but follows a thorough and versatile study of the subject: from
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documentary facts scattered through archives of various departments and
countries to a multiple physical and chemical material analysis of artistic
works. This scientific work is the final result of a long-term research and
restoration work, due to which the name of Valeriy Gegamyan deservedly
takes its place in the history of the arts.

Filling the white spots of national history and art history, in particular,
is relevant right now, in the period of Ukraine’s entry into the world cultural
space. Bright personalities, like Valeriy Gegamyan, stand above a narrow
national ideology and aesthetics and come to the fore in the global context of
modern art. The time has come.

Alexey Rogotchenko,
Doctor of Art History



INTRODUCTION

One of the most iconic phenomena that formed the Ukrainian artistic
culture of the second half of the XX-th century is the artwork by Valeriy
Geghamyan. His manner is a phenomenon that is original, strong, unusual,
and absorbed, for all its authenticity, a number of influences that resulted in
an individual and recognizable style.

The potential of works by Valeriy Geghamyan as a relevant component
of contemporary Ukrainian art is very high. Due to this study, it is possible
to make the unknown facts of his life and creative biography public. This,
in turn, will allow professionals and a wide range of art lovers to more fully
and accurately perceive the personality and works of the artist. A detailed
critical analysis of the biography and a comprehensive study of the artistic
heritage allow us to outline the range of philosophical and artistic
problems, which Valeriy Geghamyan was interested in.

The artist’s works can be found in museum and private collections,
they are desired items at auctions. Interest in Geghamyan’s works is growing
rapidly, and therefore the relevance of this research is indisputable.

There are no monographic researches on Valeriy Geghamyan’s works
at present. The reclusive lifestyle of the artist, especially in the last
fifteen years, did not contribute to the study of his artwork by
professional critics, respectively, the bibliography devoted to the activities
of Valeriy Geghamyan is extremely limited.

The earliest publications appeared only after the artist’s death, in 2001,
and are more of a memorial, rather than scientific and analytical, character.
Nevertheless, these popular articles, printed in various Odessa editions
of that time, first opened the name of Valeriy Geghamyan to readers. The
above-mentioned articles are written by R. Brodavko [1], V. Vilensky [3],
M. Gudima [9, 12], S. Kuznetsova [25].

The first professional attempt to analyze the artist’s artwork was
the study of Ukrainian art historians O. Tarasenko and A. Pankiv [38]. In
their work, they initially classified the available Geghamyan’s creative
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heritage, schematically outlined the main themes of his work, gave a
general description of several large works and slightly touched upon the
author’s manners.

In the same year, 2001, due to the initiative of Valeriy Geghamyan’s
son, a sculptor and an architect Alexander (Alik) Geghamyan, as well as the
support of Ukrainian art historians and artists, the first personal exhibition of
painting and graphics by Valeriy Geghamyan was held. At the same time, the
first catalog of his works [38] was published.

A more complete catalog was published later,in 2007 [10, 36]. It contained
information both about the works of the artist Valeriy Geghamyan and about
the works of his son, Alexander Geghamyan. This edition summarized the
data on both authors.

Further research covered a broader range of cultural and art history issues.
In particular, A. Pankiv studied the composition and space of artistic works
by Valeriy Geghamyan [32]. She also introduced a new concept of “figurative
geometry” to designate the basic principle of compositional solutions in the
artist’s works [33].

In 2018, the author of this article defended a Master’s thesis entitled
“Monumentality and Holistic Unity of Valeriy Geghamyan’s Composition” (the
scientific supervisor — V. Mykhalchuk, PhD in Art History, Associate Professor,
Professor of the Art Expertise Department) [16] at the Department of Art
Expertise of the Institute of Practical Cultural Studies and Art Management,
National Academy of Culture and Arts Management.

The creativity and personality of Valeriy Geghamyan are also often
mentioned in the context of Ukrainian non-conformism O. Kotova [21],
L. Smirna (Medvedeva) [27, 37]. However, the analysis of the factual material,
the analysis of the memories of close friends and colleagues, as well as the
artist’s own statements [9, 34, 70] cast doubt on the conclusions that Valeriy
Geghamyan belonged to the nonconformist milieu.

Detailed recollections of Valeriy Geghamyan as a teacher were also
published by his famous students of different periods: V. Zakharchenko [18],
V. Kudlach [23, 24], S. Lykov [26], O. Roitburd [34], V. Ryabchenko [35],
Yu. Gorbachev [43].



The main source of new information about the artist presented in this
study is Valeriy Geghamyan’s diary, decoded and translated into Ukrainian and
Russian, as well as archival documents, including both the family collection
and official documents found in various archives of Ukraine and Armenia.
But the above-mentioned papers often contain evidential inconsistencies. This
was a usual case in the 20s-50s of the 20th century — documents were changed,
corrected, restored after the liquidation. There are still a lot of outstanding and
appealed facts in the process of learning the archive data. The difficulty is that
a lot of information is concentrated in archives abroad, some information is in
Odessa, where the artist lived the largest part of his life, having moved there
after the Armenian, Moscow, Birobidzhan and Makhachkala periods. Even the
author’s names of Geghamyan’s landmark works are significantly different
from the versions accepted by critics. The results of the research of archival
data and the diary of the artist are changing a lot the usual perception about
his personality.

The object of the research is the biography, artistic and pedagogical
activity of Valeriy Geghamyan in the context of art criticism discourse of the
cultural and historical process.

The subject of the research is particular biographical facts that influenced
the formation of the personal professional manner of the artist; art devices
and pedagogical techniques of Valeriy Geghamyan, as well as the restoration,
attribution and expert practice of his works.

The purpose of this study is to present the creative work of the Ukrainian
artist Valeriy Geghamyan; to introduce unknown and little-studied artistic
methods of his creativity and pedagogical work into the scientific circulation;
to clarify the biography of the artist.

Realization of the goals set necessitated the solution of the following
tasks: to determine the condition of scientific development of the monographic
study theme; to analyze the Ukrainian and foreign historiography of the
artist’s creative path; to identify and explore the source base; to outline
research methods; to study the master’s creative biography; to substantiate
the worldview and philosophical foundations of the artistic language; to find
out the material and technological component of the artist’s artwork; to reveal
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the intellectual heritage of V. Geghamyan; to analyze and systematize the
monuments and objects of cultural and artistic heritage.

Both general scientific and field-specific research methods were used.
Common are the methods of formal logic (analysis, synthesis, induction and
deduction), in addition, a systematic approach and generalization. To obtain
the initial data, the historical-and-comparative method was used. Analysis
of the information field related to the research topic was carried out using
descriptive and comparative methods. Restoration, attribution and expert
practice required the use of special techniques. The initial data for the work
were obtained by the methods of visual observations, measurements of the
physical dimensions of objects, methods of photo- and macro-photo-recording.
In addition, methods of optical and digital microscopy, observations in the
infrared and ultraviolet spectrum, the method of sampling the basis of artistic
works and sampling of the paint layer were used. To stabilize the state of
artwork, methods of preventive restoration were used. For works that were
damaged as a result of non-professional storage, techniques were developed
and applied to eliminate the deformations and strengthen the foundations and
the paint layer of the author’s painting. All studied works underwent complex
conservation.

The theoretical and practical significance of the research consists in
the possibility of using its results both for subsequent theoretical art history
studies, and for use in the practice of Valeriy Geghamyan’s works turnover
on the art market. The results of the study will be useful in the process
of training professional art historians, experts, appraisers, in teaching courses
on the history of art of the 20th century, and in students’ research works.



PART 1. THE ESTABLISHMENT OF V. GEGHAMYAN’S
CREATIVE CONSCIOUSNESS

1.1. Stages of the artist’s biography.

The epoch and personalities form a creative person — they enter the life of
the artist and certainly leave their mark not only on his fate, character, but also
on his works.

Valeriy (Valik) Geghamyan (Appendix 1) was born in the period of
serious political and social changes. Armenia lost its first independence and in
1922 became part of the USSR as the Transcaucasian Socialist Federal
Republic. Another controversial stage of Armenian history began. On the one
hand, there was an industrial, scientific and cultural development of the country,
but on the other hand, this development took place only within the narrow
framework of the new Soviet ideology. As for the national renaissance, for the
Armenian intellectuals it ended tragically in the thirties.

The artist was born in Garni — an ancient place, significant for the history
of Armenia, not far from Yerevan. This happened in 1925. Information about the
origin of the artist is scarce, but very intriguing. The artist’s father, Arutiun (Atti,
Atte, Atta) Khanagyan, according to archival documents [39, 46], was a Parsi —
an Iranian Christian from Tehran. In 1924, he was arrested for the first time
(Appendix 2). Then he was released, but in 1927, he was re-arrested and exiled
to Siberia for three years. After the end of the term, he was prohibited from
entering his homeland for another five years, but in May 1934, he was allowed to
return from exile. However, in 1937, Atti was arrested again, and soon after that
his life was cut short — he was executed by a firing squad [47, 48].

The artist’s mother, Varsenik, came from an old princely family [52-54].
Maternal grandfather, Gegham Ter-Meliksitsyan (the prefix “Ter” denotes the
descendant of the priest, the prefix “Melik” indicates noble origin) — was an
outstanding personality who left a significant mark in the history of Garni and
Yerevan, one of the most respected residents of Garni, who did a lot for the
community [55-65]. And today in Garni, near the temple of the XII century,
you can see an elegant gravestone over the tomb of Gegham Ter-Melixitsyan
(Appendix 3).
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Many vyears later, in numerous autobiographies that working Soviet
people had to write, Valeriy Geghamyan did not indicate anything about his
family, only modestly set the following: “born in a family of
employees” [49, 70] (Appendix 4). None of the official or personal documents
from the extensive family archive contains information about the artist’s father.
Even on the pages of the diary, Geghamyan never mentioned him.

The question arises, why the artist is known by the surname Geghamyan,
but not Khanagyan or Ter-Meliksetyan. By the way, an interesting fact is: in the
early 2000s, the artist’s son, sculptor and designer Alik Geghamyan, preferred
to introduce himself as Ter-Meliksetyan [10]. Perhaps the statements about
aristocratic origins are a demonstration of the eccentricity of a creative person,
or, more likely, a desire to reclaim the true family history.

The well-known version of the appearance of the name Geghamyan says
that due to the repression of the father, it was decided to change the child’s
name so as not to attract close attention from the “competent authorities” in
the future. Thus, Valik received the birth certificate, in which his last name
was a derivative from the name of his grandfather — Geghamyan. By the way,
the tradition to give children the name formed on behalf of the grandfather
was distributed in Armenia until the middle of the 20th century. The surviving
birth certificate of Valik Geghamyan was issued only in 1953, it contains
information about both parents by the name of “Geghamyan” [77]. This
document is marked “restored”, i.e., in the original certificate, most likely the
information could differ.

The date of birth of Valeriy Geghamyan is also mysterious. The re-
stored birth certificate and other documents include the year 1925, without a
specific date and month. However, in the archives of Yerevan, in the lists of
those born in 1925, Valik Geghamyan is not indicated. Moreover, Aruti-un
Sarkisovich is indicated as his father in the restored birth certificate, as opposed
to Arutiun Oganesovich, whom the artist’s mother, Varsenik Gega-movna, was
married to [51].

In 1928, the family moved to Yerevan [70]. After the death of his sister,
Valik was the only child. There is evidence that he was very gifted musically,
he enjoyed playing saz and even tried himself in composing music, dreaming



of becoming a composer. There is a legend in the family that the composer
Aram Khachaturyan heard and highly appreciated Valik’s music in the house
of Ter- Meliksitsyan. In 1940, the teenager graduated from the Yerevan seven-
year school and entered the art school. In the last year of his studies, he began
to keep a peculiar diary in which he set out his ideas about art, history, and
nature [71]. Surprisingly, in the diary there is not a single mention of war, that
Is, numerous historical references about the battles of the past centuries are
abundant, but there is not a word about the war.

The Second World War began. Geghamyan turned eighteen when it was
in full swing, in 1943. The Soviet army suffered a catastrophic loss of personnel
on the fronts. From October 1942, the Order of the People’s Commissar of
Defense of the USSR was in force, which contained considerably simplified
instructions for determining fitness for military service. In other words,
everyone was mobilized without distinction. Valeriy Geghamyan must have
been called up for military service. However, his archive has an indefinite
certificate of exemption from military service [78]. In this document, the
rationale for the decision was indicated as “Group I, Art. 8 of diseases time-
table”, i.e. Geghamyan had a medical excuse. Since there is no evidence of
contemporaries about the morbidity of the artist, it is likely that the document
did not correspond to reality: relatives did everything to protect the young
man from the front. It remains a mystery, who was his patron.

Actually, the period of the 30s and 40s years in the biography of Valeriy
Geghamyan is extremely confused. Many unknown documents were found
in the course of the research. Some of them were puzzling, as they contained
controversial information. For example, the story with the name, surname
and patronymic of the artist. The same official documents with photos of
approximately one period (beginning of the 1940s). The initial examination
of the first passport and certificate of exemption from military service caused
surprise: the photo seemed to depict completely different young people. Even
the version was being worked out that the person whom they knew as Valeriy
Arutiunovich Geghamyan was a completely different person. Forensic tools
had to be applied. The method of portrait identification confirmed that the
same person looked so different.
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In his diary, Valik mentions his mother only a few times: “My mother
Is dying. A terrible month begins. It seemed to me that | would live with her
forever” [9, p. 60]. The neighbors of Ter-Meliksetyans in Garni recall that
Varsenik died early enough from tuberculosis — “my mother is Heaven™ [9, p. 83].

Geghamyan also writes about his aunt on the mother’s side, by the name
Arus [9, p. 69]. The context indicates a very warm relationship with her.
Apparently, she stayed to live in Garni and in her house, the large old house
of Ter-Meliksetyans, where the artist stayed in summer. It was in this house
that Martiros Saryan stayed when he traveled to Garni for plein air painting.
Geghamyan sometimes returned here in the 60s and 70s.

The tragic figure from Geghamyan’s childhood is a grandmother on his
father’s side: “She angrily touches the wall; a gleam appears in her eyes,
like that of a dead man, cold as if dying. She punches her legs. Head, like a
drummer, beats against the wall, facial features become gloomier and more
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incomprehensible ...” [9, p. 75]. Perhaps she really lost her mind, having
tragically lost her son, Valik’s father. In any case, it influenced the character
of an impressionable and sensitive child. Geghamyan maintained a written
contact with his Armenian relatives, but he rarely visited Yerevan and Garni,
and he didn’t hurry to invite relatives to Odessa. He joked that if two Armenians
know your address, then the whole of Armenia knows, and someone always
comes to you. A creative person had no opportunity to “waste” time.

After graduating from the college, Geghamyan entered the newly
established Yerevan Art Institute (1945) and happened to be among the first to
be enrolled to the Easel Painting Faculty in the workshop of Martiros Saryan.
Valeriy was lucky to learn not only from the national artists. Ara Bekarian,
Eduard Isabekian, Hakob Kojoyan conducted lectures and practical classes
for him. The latter had a significant impact on the formation of Geghamyan’s
thematic compositions. Indeed, the expression, the desire for archetypal image
and the geometrization of form are features common to the creative search for
both artists.

Young artists, such as Grigor Khanjyan, Sarkis Muradian, Gukas
Chubarian, Arkady BagdaSaryan and many others were among Valeriy

Geghamyan’s fellow students in his first year at the Art institute. Aram Atayan



Is one more too Geghamyan’s fellow student who later became an established
artist, partly associated with Ukraine (he was Tatyana Yablonskaya’s husband).
He recalls Valeriy as a pleasant, but isolated young man, treated positively by
the students and teachers of the institute. When many years later they met in
Odessa at Atayan’s exhibition, Geghamyan was still an isolated, but already
noticeably sad, artist.

In 1950, Geghamyan successfully graduated from the institute, having
defended hisdiplomapainting “Portraitof Architect-AcademicianA. Tamanian”
[73]. By that time he had participated in several student exhibitions, which
presented a series of landscapes and portraits. Reviews of his artwork were
positive, the young artist received several recommendations for admission
to the Union of Soviet Artists of Armenia from recognized masters Martiros
Saryan [76], Bela Uitz [82], Hovhannes Zardaryan [74], Gabriel Gyurjyan
[72]. At the same time, Geghamyan worked at the Art Foundation of Armenia,
where he headed the portrait workshop [70].

The career of the young artist went uphill, a year later Valeriy Geghamyan
moved to live in Moscow. In the capital, he works as a senior master at the
Works of Decorative and Applied Art, later as a muralist [70, 79]. In total,
he spent in Moscow a little more than three years and in a very strange way,
overnight, he ended up in Birobidzhan as a teacher of drawing at a local art
school. After Birobidzhan he moved to Makhachkala, where Geghamyan again
taught and managed the educational part of the art school. The six years that
Geghamyan spent in Birobidzhan and Makhachkala, of course, were reflected
In his creative style. At that time, he painted large realistic portraits (ill., cat.
number 166/p. 245, cat. number 142/p. 162).

In the early 1960s, along with noticeable changes in the socio-political
life of the country, Valeriy Geghamyan’s life changes. Geghamyan started
his own family rather late by the standards of the Soviet tradition. During
the years of his youth in Armenia and the years of his youth, which he spent
in wandering around the Union, there was no documentary mention of his
personal affections. He himself avoided this topic in conversations. Only the
close and perhaps only friend, artist Valentin Zakharchenko, once mentioned
the strange story of the failed matchmaking.
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In the second half of the 1940s, when he studied at an Art institute,
Geghamyan wrote: “...if there is a woman in my life, dear to me, and | hear a
request from her mouth, then | will forget everything: my conscience, and
everyone!” [9, p. 146]. He happened to meet such a woman when the artist was
well over thirty. At that time he taught at the art school of Makhachkala, and at the
exhibition of student works he met Boleslawa Mikhailovskaya (Appendix 5).
Gorgeous blonde, the exact opposite of the women of the Caucasus by her type,
at that time was married to a military artillery. The meeting place of Geghamyan
with his future wife was not accidental — the circle of her interests was wide
enough, in which art occupied a special place. She studied at the Art School at
the Ceramics Department (now — The Grekov Odessa Art school). Later she
transferred to another educational institution and received a diploma of a teacher
of geography (Appendix 6).

Several telegrams are preserved of the initial period of their affair,
analyzing which, you can make a portrait of the artist in love. He is persistent,
demanding and even irritable (Appendix 7). *“Longing for tenderness.
Humiliating, sweet, dreamlike ...” [9, p. 68]. Probably, this longing was so
great that in just a year Valeriy and Boleslawa radically changed their lives
— they became spouses and parents. Boleslawa initiated Geghamyan’s
relocation to Odessa and for more than thirty years, she was the artist’s
companion. Geghamyan did not have the slightest idea about the housekeeping
in their small apartment. The artist did not have a separate workshop, so he
was engaged in creative work either in the classroom of the Faculty of Graphic
Arts, staying up late, or at home [83]. Geghamyan was more attracted to large
formats. The size of the largest paintings exceeded even the size of the
“working” walls of the apartment.

The family lived plainly, Geghamyan was the only breadwinner. Only
occasionally, his wife posed for a holograph and received a modest fee for
it. Colleagues in the faculty defined Geghamyan’s spouse as a calm, polite
and leisurely-stately woman. According to Zina Dmitrievna Borisenko,
she “carried herself.” That was favorite Geghamyan’s type.
Boleslawa embodied in herself not only a life partner and mother of his
beloved son, but also a model.



Since the early 1960s, Geghamyan created many female images.
Some are rectilinear portraits of the wife (ill., cat. number 50/p. 163,
cat. number 112/p. 204), others are images that are reduced to
conventionality, but still her features could be easily read in them.
A woman’s appearance, ideal for Geghamyan, are rather large but
harmonious forms, perfect posture, strong muscles and an expressive face.
Geghamyan considered such a type attractive in life and expressive in
art, as can be seen from the images from the ballet series (ill., cat.
number 13/p. 171, cat. number 21/p. 171), conventional female images
(ill., cat. number 1/p. 166, cat. number 7/p. 167, cat. number 130/p. 166),
female “nude” in the graphic works (ill., cat. number 320/p. 255, cat.
number 326/p. 255). Other female body types are extremely rare in his
works, if the artist depicts them, it is always required by the theme or
plot (ill., cat. number 23/p. 241, cat. number 156/p. 246).

Geghamyan loved children and animals, especially cats; he literally
brighten up when he saw them. The naturalness and beauty of spontaneity
fascinated him. Despite this, he never depicted either children or animals.
Only once in the still life, he introduced the static, very Egyptian by
modeling, cat Musia (ill., cat. number 22/p. 191). Still, the main object of
Geghamyan’s interest was a man. When his son Alik (1963-2015) grew up and
matured, Geghamyan began painting him. It was Alik who became the
prototype of the symbolic image in “Khachkar” (ill., cat. number 317/p. 230).
Only after the father’s death, he recalled how long and physically exhausting were
the sessions when he posed. Nature endowed Alik Geghamyan with a very
expressive male appearance. He was slender, thin-boned, immaculately built,
almost the exact opposite of a squat strong father (Appendix 8). He was fully
conscious of his appearance. Later, when he began to practice his own art, he
emphasized it in every way, acting in the image of an exquisite Renaissance
young man, or a courageous muscular creator, deliberately emphasizing a
striking profile or shiny, as if curled, locks.

Valeriy Geghamyan did his best so that his only son should receive an
artistic education. Alik studied at two universities in the Caucasus and received
two diplomas: of a sculptor and of an architect. The artist once admitted to
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Valeriy Zakharchenko that he did not retire to financially support Alik until he
received a higher education.

Geghamyan is not a demonstrative type of personality; he is a man of
turbulent inner experiences. He did not perform any impressively expressive
acts in his personal life. Sometimes, penetrating into his artistic analytics, it
is not at all clear how he managed to start a family. It seems that his family
and love was painting, not close people. A phrase from the old diary comes
to mind: “It’s a pity. I do not feel the sweet promise of love anymore” [9, p.
68] — the author’s wife could well be its author. Boleslawa was an interesting
person, passionate and broad-minded; she loved to read, loved to attend all
sorts of lectures, exhibitions. She was a vegetarian and persuaded her husband
to have a healthy diet and take care of health in general. Every day the artist
did gymnastics, using huge weights stored on the balcony. There are several
photographs showing Valeriy Geghamyan boxing (Appendix 9).

The artist’s sister-in-law recalls how he sometimes went to Langeron,
taking an album with him with which he never parted. On the old noisy beach
of Odessa, he watched people, looking for vivid character types to use in his
abstract compositions.

After his wife passed away in 1997, Valeriy Geghamyan finally stopped
communicating with the outside world. He probably did not need it, because
he had long lived on his own. Valentin Zakharchenko recalls that sometimes,
on the way to work, passing by the house where Geghamyan lived, he saw the
artist sitting on the balcony. He stopped, greeted and gestured for permission
to come up to him. Geghamyan barely noticeably negatively shook his head
and in doing so made a light wave of his hand, continuing to sit still in the rays
of the sun — a very swarthy old man, with a snow-white shock of hair and a
beard. Zakharchenko still regrets that he did not dare to ask to paint a portrait
of the master. On the last pages of his diary, Valeriy Geghamyan wrote such
lines: “Both the creators, women, and love leave this world ...” [9, p. 147].

1.2. The formation of the master’s aesthetic paradigm.

The personal archive of the artist holds a lot of documents. For the
most part, these are handwritten materials — all kinds of statements, minutes,



extracts, programs, and other materials copied and edited many times by the
author himself for official academic purposes. But searches in these mountains
of papers unexpectedly presented valuable historical data for the attribution of
many works. Due to the personal archive of the artist, the author’s names of
the paintings became known and the vague moments of his biography, albeit
partially, cleared up.

Valeriy Geghamyan’s diary, which he kept since 1944, is one of the earliest,
and perhaps the most significant handwritten documents [9, 71]. It contains
the key to understanding Geghamyan’s artistic concept. It is unusual and even
somewhat frightening that a man at nineteen, still in adolescence, can set himself
goals in art and describe artistic methods for the next fifty-five years, moreover,
further manages to turn them into reality. And after half a century, his goals do
not look “childish” and do not require any adjustments “through the wisdom
years.” How could this happen? Didn’t he develop as a personality? Didn’t his
ideas replace one another? Didn’t the artist evolve? Didn’t his mastery perfect
over the years and experience? The answer is both “yes” and “no”. He changed.
He developed. But only within the framework of his value system.

Valeriy Geghamyan is an artist, who is well-rounded and stable in his
perception of the world. He is alien to the torments and ambivalence, so
inherent in the artistic environment. He is monolithic and abiding like the
mountains of Armenia. By the way, this image — of a mountain, rock or a
stone — constantly appears in his diary. The definition of “stone” is one of the
most frequently used epithets by the artist. Perhaps the sculpture, static of his
paintings, and, especially, the graphics stems from it. Monumentalist thinking
whittles away everything minor: embellishment and bustling image details.
All that remains is an essence, a concentrated idea that is so pure that it no
longer needs to be realistic: “Naturalness, naturalness, how miserable you
appear to be ...” [9, p. 93].

Geghamyan was a man with high self-esteem since his youth. His style
1s magnificent, rich, emotional and totally serious in an Oriental manner. He
wrote in a convoluted style in Armenian, very beautifully stylistically, but
in a terrible handwriting. Deciphering his entries was a difficult task, since
professional translators were not in a hurry to take on a handwritten hard-to-
read text. And yet, when the manuscript was “opened up” for understanding,

105



106

it became clear how valuable this battered diary was (Appendix 10). It contains
information about the most significant artistic techniques, about the masters
whom he admired, about the paintings which would be created many years
later. It includes thoughts about the philosophy of art, about history, about
the heroes of Armenian antiquity, about contemporaries, scarce, as if casually
dropped, information about the family mixed with detailed descriptions of the
nature of future characters, draft sketches of the conceived works. There are
even graceful sketches of three romantic stories: “The Petrification of Egine”,
“Night Owl” and “Crazy in Garni” — very interesting self-contained artistic
texts [9, p. 74]. Geghamyan was undoubtedly brightly gifted in literature.

Because of Geghamyan’s complete privacy, information about him
had to be collected literally by bits. In his biography there are still a lot of
white spots, but some of them have ceased to be such due to the diary. Strong
impressions from childhood still leaked to the pages of a narrow notebook in
a hardcover. For example, the mention of a paternal grandmother who went
crazy, descriptions of a seriously ill aunt, mother’s sister, touching words about
a beloved grandfather who read old books to Valeriy when he was a child.

The abundance of bright value judgments in the text is a clear sign
of youth, one should not forget how old the author was at that time. You
often come across the instances of flowers of speech, such as “divine”,
“majestic”, “pitiful”, “worthless”, “true”, “frightening”, etc. Besides, all this
verbiage is also presented in a mentor tone of an all-knowing person. One
feels the influence of academic authorities, first of all, Martiros Saryan, whom
Geghamyan respected immensely.

Usually, people, along with the loss of the illusions of youth, lose their
categorical nature. It just crumbles under the onslaught of experience and
frustration. There is nothing left, and the mental and emotional inconsistency
shamefully hides behind the sign of “wisdom of past years.” We must pay
tribute to Valeriy Geghamyan, that over the years he has changed only the
form of his categorical nature, but not its essence.

According to Valentin Zakharchenko, Geghamyan’s pupil and close
friend, an artist at a mature age (and it was then that Zakharchenko met him)
was very careful and reticent in his statements. Especially when his opinions



were not asked. But at the same time he had all the same clear, unchanging
understanding of the artistic process, as he described it many years ago
in his diary.

One should pay attention to another interesting image that passes through
the pages of the diary with a refrain. This image of the forcibly restrained
power — “... a volcano in chains ...” [9, p. 33]. In fact, this is an allegory of the
artist himself, outwardly restrained, but with peak inner experiences.

Categorical thoughts, denial of the heritage of entire cultural epochs,
for example, of the Christian art, and an abundance of exclamation marks
slightly remind, but, fortunately, do not change his written statements into a
manifesto, that is, into a kind of utopian product with a short fitness period.
What happened, for example, to artistic manifestos of futurists, cubofuturists,
surrealists, dadaists, etc.

However, the 20th century is really the century of manifestos, and
Geghamyan is the true son of this time. With the only difference, that he
addressed his believes not to ephemeral “humanity”, but to himself. And, he
was not going to overthrow the canons globally, but individually, as part of his
own creativity. Olga Fedianina, a powerful intellectual and subtle critic, once
said that “... an artistic manifesto is always a kind of declaration of intent...”
[40]. From such a point of view, Geghamyan’s diary entries are indeed a
declaration of intent, consistently and meticulously translated into reality
decades after writing. In contrast, by the way, from the majority of artistic
and political demonstrators of the twentieth century, Valeriy Geghamyan’s
intentions were realized. Ballet scenes, individual female images, complex
plot compositions, landscapes — everything was embodied in colors.

Geghamyan’s diary is interesting not only as a written hint for
understanding his personality and creativity, but also as a valuable artistic
object.

Many contemporary famous artists talk about their teachers casually,
as if about something insignificant. Who knows, whether it happens because
of the eternal creative jealousy, or the same eternal narcissism. In particular,
if the teachers were selfless, but modest. Sometimes the teachers are of a

different kind. The art history has many vivid examples of the pedagogical
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achievements of great artists. After all, it has long been possible to master the
profession of an artist only in the workshop of an established professional.
Cimabue taught Giotto, Bellini — Titian, Titian — El Greco, Rubens — Van
Dyck, Pizarro — Gauguin, Chistyakov and Murashko — and many national
classics. There is no need to make an exhaustive list; almost every great artist
of the past is someone’s teacher and someone’s student.

The manner of Valeriy Geghamyan is based on the synthesis of the
influences of his teachers, role models and own author’s vision. He transformed
the artistic language of the authorities whose style he considered possible for
himself to rely on. Continuity had never been what the artist avoided. Denial in
the name of denial was not his credo. He studied, absorbed, took into account,
sifted, transformed, and, as a result, gave birth to his own.

Geghamyan was lucky to meet the Teacher. A real one, who painted
meaningfully, originally, and successfully. The ancient tradition of succession
was perfectly embodied in life. Valeriy was born and raised in Armenia.
Exactly in Yerevan he became a professional artist due to Martiros Saryan. The
circumstances of Geghamyan’s acquaintance with his teacher still need
clarification. It is believed that this happened in the house of Geghamyan’s
parents, in which representatives of the Armenian intelligentsia gathered.
During one of these cultural evenings, a teenager impressed Martiros Saryan.
The master accidentally saw the drawnings by young Geghamyan to illustrate his
own stories on historical themes. That’s how it all really began: his studying at an
art school, and later — at the institute, in the class of Saryan. Therefore, the
fateful meeting for Geghamyan took place no later than 1940.

Saryan moved to Yerevan with his family in 1921 already as an
accomplished master, where he was entrusted with the development of the
design of the coat of arms and flag of the Armenian SSR. Three years later, his
new works were exhibited at the XIV Venice Biennale. This was followed by
Paris, Stockholm, Vienna, Berlin, Zurich, Los Angeles, Moscow. In the
capital of Armenia, the national artist was primarily engaged in cultural and
social projects: he organized the State Museum of Archeology, Ethnography and
Fine Arts, participated in the creation of the Yerevan Art School, the one which
Geghamyan would late enter, as well as the Association of Fine Arts.



The first clouds began to gather over the head of a recognized master
in the 1930s. A sad historical turn in the direction of the regulation of artistic
life took place. In practice, this marked the end of the cheerful diversity, and
for many artists it was just the end. Saryan was intact, but by the 1940s,
the maestro had hardly any illusions about the country in which he lived.
He focused on creating ideologically neutral landscapes and on pedagogical
activities.

By this time, the idea of creating a national higher artistic educational
institution was actively discussed among Armenian intellectuals. Ara Sargsyan
and Martiros Saryan, a sculptor and an artist, repeatedly tried to implement
this idea in Moscow. Finally, in 1944, they received consent to open an Art
Institute in Yerevan. The first entrance examinations to the institute took place
in the summer of 1945, and Valeriy Geghamyan became a student. At that
time, the institute consisted of two faculties: the Sculpture Faculty, which
was supervised by the first rector, Ara Sargsyan, and the Painting Faculty,
headed by Martiros Saryan. Geghamyan was incredibly lucky to learn from
the inspired master.

Geghamyan’s diary entries reflect the enthusiasm of the teacher. It is not
even about compliments to Saryan’s works, although there plenty of them in
his diary, but about reflections, which were clearly formed under the influence
of Saryan’s personality. “I see Europe, which is nothing, I see through it very
well. | live in this century and | must see the failure of Europe, terrible and
tubercular; orange-bright east, its sunny eastern skies. The East is the Lord of
everything... ” [9, p. 3]. Before the revolution of 1917, Saryan traveled a lot
around the Middle East, he was in Turkey, Egypt, dreamed of going to China
and Japan, though never did that. All his life he worshiped the archaic art of
Egypt, Assyria, Persia.

He inspired Geghamyan with the same enthusiasm: “Egypt. Blurred
harmony. Indescribable Beauty” [9, p. 82]. “The drawing style should be
Egyptian, it should attach meaning to all shades of thoughts without realism”
[9, p. 134]. Egypt, Egypt ... You come across this proper name with enviable
regularity on the pages of the diary, being second only to Armenia in terms of
frequency of use.
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From Saryan, Geghamyan took over the explosion of pure colors, the
tendency to image applicability, the refined conventionality and the tendency
to symbolism, and, of course, the tempera passion (Appendix 11). “What is
painting? IT IS COLOR. And color is Martiros Saryan™ [9, p. 104].

At the same time, one of the main differences between Geghamyan’s
painting and Saryan’s painting is that Geghamyan thought in a different scale,
Saryan’s chamber nature was uncharacteristic to him. The conventionality of
the image, which Geghamyan was always aspired to, is a convention not of
a medieval miniature, but of an antique fresco or sculpture. His worldview
differed from the teacher’s outlook as well. Saryan believed that “art should call
a person to life, to struggle, to inspire him with faith and hope with timeless,
universal motives, but not to suppress him with a description of tragic scenes”
[41]. Geghamyan never created an encouraging and comfortable art, it was
rather filled with power, greatness, drama.

In 1948, despite the obvious success in the organization of the artistic
environment, Saryan was charged with the heaviest accusation for the artist
in those years. He was accused of formalism. Student Geghamyan in his diary
compares the teacher at that time with Lear: “... laughter ... King Lear ... a truly
rational person who, under the influence of the blows of life, can sometimes
go crazy” [9, p. 6]. And then passionately writes: “Oh, Saryan! My heart wants
to reunite with your sadness” [9, p. 20]. But what could a young artist do?
He could just admit bitterly “... the memories of your life will remain your
shadow, your inner cruel silence” [9, p. 20].

Based on the testimony of the members of the Geghamyan’s family,
the maitre stayed at the house of the Ter-Meliksitsian family when he went
to the open air in Garni. Friendship associated Geghamyan with the Saryan’s
eldest son, Sarkis. He was older, he studied at the university, later he built a
brilliant scientific career in the field of literary studies. Sarkis Saryan became
a specialist in Italian medieval and Armenian literature. Some sources give
information that Sarkis took his younger friend to the university, and he was
fortunate enough to listen to the lectures of such academicians as Joseph
Orbeli, Avetik Isahakyan and other prominent Armenian intellectuals. By the
way, the sketches of portraits of Orbeli and Isahakian are really present in



Geghamyan’s diary (Appendix 12). Geghamyan’s education was versatile and
did not focus only on the classical set of artistic theories and practices. He
easily operated on historical facts, deeply knew the history of the development
of all kinds of arts, and was well oriented in philosophy. Although philosophy
was still treated as an excessive rationality, preferring: “A miracle. The rest is
worth nothing, the rest is all philosophy” [9, p. 75].

Formally, Geghamyan had one workshop tutor, but he was lucky to study
from some other very talented artists. In the second half of 1940s, Hakob
Kojoyan, Ara Bekaryan, and Eduard Isabekyan were teaching at the Yerevan
Art Institute. It was Isabekyan who showed the young Valeriy Geghamyan the
boundless possibilities of large thematic works and aroused interest in them.
In 1946 Alexander Osmerkin was seconded to the institute from Moscow, and
Valeriy Geghamyan had the opportunity to learn from the legendary participant
of the “Knave of Diamonds.”

There are works in the creative heritage of Geghamyan that stand apart,
they are difficult to classify, because they are nothing but the dissection
of the heritage of the classics. Among the artists whom he admired and
whom Geghamyan studied were Bryullov, Vrubel, Gauguin, Ivanov, Korin,
Michelangelo, Petrov-Vodkin, Repin, Serov and many others. Geghamyan
literally dissects their paintings. In the process of unfolding the original into
its component parts, he applies his “geometric” method. As a result, the image
Is collected again as a whole, but it is not even a copy, but a complex analytical
processing of the original. Such is the painting by Geghamyan based on the
portrait of the poet Alexander Tsaturyan, 1915, created by Martiros Saryan
(ill., cat. number 73/p. 196). Geghamyan repeated the original composition,
but completely changed the color and spatial solution. The sharp contrast of
orange and blue, separate long vertical strokes, emphasized flatness — the
artist left the individuality in an even more conventional way than Saryan.
But, strangely enough, the portrait gained depth due to it. You may see a tired
satirist instead of an exquisite, topped with laurels lyric and dandy.

Geghamyan’s greatest love is Vrubel. About a dozen direct reworkings
and a lot of original paintings are preserved in which the artist used Vrubel’s
pictorial methods to some volume. The family collection contains two
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beautiful drawings of Vrubel’s “Pan”: one charcoal, the second in pencil (ill.,
cat. number 256/p. 195, cat. number 276/p. 195). The pencil drawing is the
quintessence of “Geghamyan’s system”, an extremely rational, mathematical
one. “The Swan Princess” is painted in the same way (ill., cat. number 277/p.
195). Such works allow us to understand Geghamyan’s method. Comparing
the originals with its processing, one can trace step by step how Geghamyan
lays out the classical volume on his original planes, how these planes form the
volume again, how his artistic vision is built in general. Geghamyan’s thinking
Is akin to Aristotle, with his desire to decompose the world into components
and see or create a system everywhere.

“Portrait of Actress P. Strepetova” by Ilya Repin (ill., cat. number 220/p.
199), “Portrait of Countess O. Orlova” and “Portrait of Ivan Morozov” by
V. Serov (ill., cat. number 252/p. 197, cat. number 223/p. 198), “Portrait of
Artist M. Nesterov” by P. Korin (ill., cat. number 247/p. 197), “F. Chaliapin
as Holofemes” by A. Golovin (ill., cat. number 255/p. 200) and many other
wonderful paintings are works of a very high level of craftsmanship, as the
original core samples.

His manner is polysegmental, like any artist, he experienced a whole
range of influences by masters who he considered himself authorities in art.
For Geghamyan, it was not a problem to recognize an apprenticeship, but only
a true master is able to kneel before a mentor.

There is no need to define how much Saryan and beloved Gauguin
“... whose charm is above all...” [9, p. 140] are present in Geghamyan’s
works or Vrubel, Isabekyan or someone else, the role of whom is difficult to
determine. His artistic style is a kind of symbiosis of masterful realism and the
modernist principles of symbolism, expressionism, fauvism, constructivism,
embodied by monumental techniques. With a deeper immersion in the
variety of artistic manifestations of Geghamyan, it becomes clear that the
influence of the classics on his formation cannot be overestimated. But it is
also obvious that if Martiros Saryan had not been in his life, he would have
established himself as an artist anyway. Probably, now we would explore
the heritage of not the artist Valeriy Geghamyan, but a composer or a writer
with that name.



1.3 Complex teaching methods of V. Geghamyan in 1964-1985.

After Geghamyan’s removal to Odessa, a new period of his life started.
His joy of the new status was overshadowed by his precarious living conditions.
It was not that easy to find a job on specialty in Odessa. He temporarily worked
at the artistic workshop in the Odessa regional branch of the Art Fund of the
USSR, but after a few months was fired due to the lack of orders. Later he
was enlisted to the Decorators workshop, and he was soon fired on the same
grounds [79].

Only in the summer of 1964 Geghamyan got a stable job — the position
of the art teacher at Odessa pedagogical Institute named after K. D. Ushynsky
(now the South Ukrainian National Pedagogical University named after
K. D. Ushynsky). For this educational institution Geghamyan is a cult
figure [42]. It was due to him and his effort that the new Art Graphic Faculty
was established — alma mater of contemporary artists of the first class.

Geghamyan held the position of a senior lecturer, for several years
he acted as a Dean, developed curricula, and for many years headed the
methodical commission of the Faculty. His pedagogical activity is of great
interest, because the artist did not just copy the guidelines and methods of
other art schools, primarily from Leningrad, where he personally traveled for
teaching materials.

Geghamyan consistently developed his own teaching methodology,
which had clear principles (Appendix 13). He became the author of curricula
for the preparatory department of the institute, a three-year program for
the teaching of drawing, painting, composition and plastic anatomy. Based
on these developments, in the 1970s he compiled detailed work programs
for conducting the educational process for the fourth-year students. There
he intelligently wrote out the phasing of tasks and their coherence with the
teaching staff of related disciplines: the corresponding sections of art history,
anatomy, perspective, literature. Developments were supported by a serious
base of sources and had practical recommendations for doing homework.

The methodological manual on working on the graduation project on
painting, compiled during the same period, contained unique tables with a
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detailed description of the main stages of the work on the sketch, and was
supplemented with a large amount of illustrative material. On separate
sheets, Geghamyan personally depicted all the stages of the student’s work
on the nude image. Also the artist created similar illustrations for step-by-step
assignments for other courses.

It should be admitted that in educational and methodical developments
of Geghamyan, special attention was paid to the drawing of a human figure
from life. In this case, he inherited the style of Pavel Chistyakov, “the true
teacher of the indestructible laws of form” [22]. The first task of the artist was
considered to be a careful and profound study of anatomy. Like Chistyakov,
Geghamyan tried to teach his students how important it is to know its laws in
art, he suggested that drawing was the first principle of visual art.

It can be summarized that Geghamyan’s educational system is
academic, that is, first and foremost, a theoretical basis. Mandatory
emphasis on drawing from life, an enormous investment of time, and an
exclusively perfectionist approach. Despite his admiration for the art of
the East, Geghamyan is absolutely European towards the shape building:
from general to specific.

“Geghamyan School reminds me of Filonov School. Not on formal
grounds, but because of a bizarre combination of innovation and dogmatism,”
said Alexander Roitburd, one of Geghamyan’s most successful students [34].

Geghamyan’s artwork is distinguished by an increased interest to
nature, especially the human one. Back in the mid-1940s, he set out in his
diary detailed descriptions of complex emotional states of a person and their
physiognomic manifestations. “This may be underlying facial structure, vulgar
redness or a green face. The face may be sullen or ugly; sadness, characterized
by its shades, gloom, brutal gloom, obesity and so on. In a word, something
striking in the image of a person is a common sign” [9, p. 5]. Over time, the
artist would not lose the interest in drawing from life, but would shift the
focus: he would be interested in a generalized image, rather than individual
manifestations of human nature. Intended emphasis of the general in contrast
to the unique would allow the master to create the best samples of thematic
paintings on versatile subjects.



Geghamyan-teacher worked with students every day. His teaching
method was based, like in the past, on the personal example, not on abstract
theorizing “how to do”. He was constantly in the studio and painted the
same productions as his students. According to the testimony of students and
colleagues, the teacher extremely rarely criticized students’ failures. And in
general, he was laconic and tolerant in evaluating other people’s work.

Colleagues at the Faculty of Graphic Arts unanimously characterize
Geghamyan as a modest, pleasant and polite person. However, this fact did
not prevent him from being rigorous and demanding when it came to daily
practice in drawing. Until now, on the department there are legends about
the eccentricities of the master. The doors to the workshop were closed
clearly five minutes before the start of the class. Pencils were sharpened
in accordance with the unshakable rules — the working surface had at least
three centimeters. The breaks between the classes were simply ignored
as unnecessary. At first glance, everything was some kind of educational
excesses, but in reality, it was a serious attitude towards the profession. The
inalienable trait of Geghamyan’s character was honesty. He himself devoted
his life to art and rightly believed that if someone came to the studio at his
own will, he was a priori ready to do the same.

The teacher considered that the main drawback of young artists,
including many “stars” of both official and underground art, was their lack of
academic education, sketchiness and the baselessness of most of the works.
He rejected official Odessa art on the grounds of the low level of skill and
fake ideological servility; he did not communicate with nonconformists as
well, considering their experiments to be frivolous, and didn’t understand
their bohemian nature.

Geghamyan’s personal archive contains documents about his trips with
students en plein air to the Crimea and the Carpathians, during which he worked
alongside his students, as he did in the classroom. Valentin Zakharchenko, a
student, later master’s friend and colleague, recalled such trips to the Sudak
area. According to him, the students were busy for a month or two and left,
and the artist stayed in the Crimea for a few more weeks, worked and rested
alone. For him, it was a rare chance to remain alone with art.
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Oksana Furlet, a student of one of the last enrollments by Geghamyan,
recollects an interesting episode related to the Crimean plein air that happened
in the early 1980s. The general opinion of the students and colleagues of Ge-
ghamyan about him was that he was a peculiar, but emphatically educated
and affable person. One day she became a witness to Geghamyan’s absolutely
uncharacteristic deed. They were sketching a sitting figure of an elderly
woman. The model was a curvy woman with Geghamyan’s favorite majestic
stature, but she had never worked with the master before and did not know his
requirements for the behavior of the models. She was very talkative and was
fully ignoring suppressed irritation of the artist. Finally, after an hour of her
ongoing chatter, he could not resist and snapped: “Model! Shut your mouth!”
Everyone jumped, including the model and students. According to Oksana’s
memories, this was the only case known to her when Geghamyan allowed
himself to demonstrate negative emotions towards another person. Creativity
was his essence, in the process of creating a picture there was nothing for him
except the process itself. Geghamyan considered the daily practise to be the
basis of skill.

Thedryanalytical system of drawing developed by Geghamyan demanded
absolute immersion and full dedication from students. This absorbed young
artists so much that after graduation some of them had to “move away” from
it for several years to find their own style. However, the best characteristic
of the master’s pedagogical activity was the comments of colleagues that
Geghamyan’s students were easy to recognize. The reason for this is the
extremely scrupulous and mathematically verified drawing.

Zina Borisyuk worked in tandem with Geghamyan for many years. As a
rule, they taught one group: Geghamyan taught drawing and composition, and
she taught painting. In her opinion, Geghamyan was a complicated personality,
he combined different qualities. On the one hand, he was a very cultured,
decent, charming man. On the other hand — a man of principle, with a keen
sense of self-worth. He always kept at some distance; it was almost unreal to
get to the “inner circle” of Geghamyan, to say nothing of getting an invitation
to visit his home. Perhaps only one person from the academic environment

who managed to really get close to the master was Valentin Zakharchenko,



despite the fact that they belonged to different generations, had different tastes
in art, differed in temperaments and methods of work.

In the drawing with a pencil or charcoal by Geghamyan system, a strong
rational component prevails over the emotional one. But, if we talk about
his painting, then it is devoid of such a feature and is absolutely balanced
(Appendix 14). “Geghamyan system is the highest mathematics of plastics,
this is the metrology of the color spot, this is the syntax of anatomy, this
is the prediction of computer-aided 3D modeling algorithms, and finally,
it 1s a religious doctrine”, Alexander Roitburd defined the essence of the
Geghamyan’s method [34].

Oksana Furlet believes that Geghamyan’s system, based on the primacy
of form and the classic figure “from the cube”, was brought to perfection by
him. He taught to “cut” this cube, literally cutting out the form from it. He
showed that the volume can appear in the work only when the line had a width
of no more than a millimeter (Appendix 15). He absolutely did not recognize
the shading of charcoal or pencil, considering it as a hack. By the way, the
artist never used an eraser.

According to Vasily Ryabchenko, one more brilliant maestro’s apprentice,
there is no other equal draftsman to Valeriy Geghamyan. “I remember he came,
glued a strip of wallpaper — three meters high, one and a half wide. And drew.
And it was just brilliant” (Appendix 16) [35].

Creativity and teaching of Valeriy Geghamyan are purely synthetic. Both
types of his activity are based on classical European traditions, but eventually
they are characterized by absolute novelty.
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PART 2. THE ART UNIVERSE OF V. GEGHAMYAN

2.1. Coloring and layout of still lifes and landscapes.

It was unacceptable for Valeriy Geghamyan to have an easy, ironic
attitude to the art. He also didn’t see any point in playing with viewers or
patronizing them from a creator’s standpoint. For all his life, he was exhibited
only a few times and never sold his works, although he could make a brilliant
career of portraitist, being highly demanded in this genre. After graduation
from the institute of arts, a young painter was immediately recommended to
Armenia Art Foundation, with special emphasis on his professional qualities
as a portraitist [81]. For a year, before moving to Moscow, he was in charge of
portrait department of the Art Foundation, which truly speaks volumes.

Nowadays, Valeriy Geghamyan is famous mainly as an author of large
narrative paintings and portraits, however, he didn’t reject the so-called
“easier” genres. He considered landscapes and still lifes to be an integral part
of learning a craft of painter. He believed that only observing and following
nature is able to develop a coloration talent of young painter, while training
in still life provides a sense of compositional balance. The master himself
was infinitely free from any dogmas in both genres. His incredible coloration
and difficult, sometimes intentionally disharmonious compositions may lead
to confusion, but they always arouse a desire to look at them more attentively.

The whole series of landscapes, in particular of Odessa, Armenia, the
Carpathians, and Crimea, are well-known. There is also a range of works
created by the painter by memory. Generally, these are the views of Geghard
(ill., cat. number 313/p. 185, cat. number 383/p. 186, cat. number 384/p. 186,
cat. number 402/p. 186).

Every summer Geghamyan took a group of students to the Carpathians
or Crimea for a practical training. This tradition remained unchanged during
all the twenty years of his teaching activity. He made the arrangements with
local authorities concerning accommodation and meals for his pupils in
advance. Nevertheless, it should be noted that he didn’t sought to nanny his
students, trying in every possible way to get free from load of responsibilities



and completely focus on creativity. Valentin Zakharchenko recalled how
once in Crimea Geghamyan, with the skill of a true magician, got rid of his
group, entrusting it to Zakharchenko himself, and meanwhile was enjoying
the silence and completely immersed in painting. Moreover, he even didn’t
notice that a young teacher was virtually falling apart in attempts to gather
and organize several dozens of students who at once felt freedom and
impunity. As a rule, after the students group left, Geghamyan was trying
to stay for a few weeks more, to have a rest from teaching, and peacefully
work. During his own vacations in 1960s—1970s, he several times visited
his homeland, Garni, together with family, where he was also painting the
nature constantly.

The Carpathians, the Crimean Mountains, and the Gegham Range are
the terrains having different climate, coloration, characteristic features and,
of course, history. They are recognizable on the paintings of the artist, despite
the absence of signatures (ill., cat. number 71/p. 185, cat. number 179/p. 184,
cat. number 281/p. 187). Some researchers trace a certain similarity between
Caucasian landscapes by Geghamyan and landscapes by Saryan. Unlimited
coloration possibilities of Armenian painters in general appear on the surface.
From that perspective, similarity of paintings by Geghamyan and Saryan
i1s definitely obvious. Yet, the differences are more sufficient: the manner
of Martiros Saryan is softer, more lyrical and chamber, while the style of
Geghamyan is far harder and more monumental. Painting by Geghamyan is
painting of local color spots, and in landscapes he stayed true to his manner.
In spite of quite a hard form, he brilliantly coped with the main artistic task —
expressiveness of image (ill., cat. number 57/p. 184).

Still life, as a frozen and quite artificial construction in the artist’s work,
is very ingenious. Ingenious artificiality is a feature of Geghamyan. There is
a small number of first-class still lifes in the market turnover and a bit more
preserved in the family collection. They are always united by two aspects:
a similar coloration (all of them are made in a warm red-orange scale) and
an abundance of objects in the compositions. Geghamyan had no interest in
right proportions, following optical laws, or other features of realistic art.

His still lifes are symbols, codes, rather than photo-recording of reality
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(ill., cat. number 143/p. 191, cat. number 153/p. 190, cat. number 161/p. 190).
In Soviet Union of 1960s — 1970s, exactly when these works were created,
such art, which was, in fact, absolutely European, didn’t find much response
of cultural functionaries.

While staying in Odessa with his exhibition in 1970s, Armen Atayan
visited the flat of his fellow student Valeriy Geghamyan, saw his works, and
noticed that the painter became even more nervous and withdrawn because
of a lack of understanding of his artistic language by his colleagues. Still, he
didn’t work in a manner convenient for The Artists’ Union and didn’t find
social realism attractive. In this, he wasn’t, however, an actively protesting
artist with spectacular, although superficial artistic expressions. He did not
aspire to the underground culture and, actually, took no interest in it, regarding
it as senseless.

Still lifes by Geghamyan often contain an ethnic component: housewares,
textile and everyday items of his homeland, fruits and bread, i.e. sets of symbolic
items, associated with prosperity and longevity in folk consciousness (ill., cat.
number 143/p. 191, cat. number 162/p. 191, cat. number 165/p. 192). Yet, in
these works the author could also depict random combinations of items that
attracted him by their shape, color, or texture. Furthermore, sentimentality or
inclination to romanticize folk reality are not typical of Geghamyan. Such motifs
and moods are not found among other genre series. Mainly, he was not much
interested in private everyday life of people.

Simple bright items are “scattered” in the space of paintings, they can
completely fill the space of work or “fall out” of the boundaries of
cardboard. This strengthens the impression of randomness and
fragmentariness of image as a part of something bigger, something that exists
in areal space and time (ill., cat. number 341/p. 191, cat. number 165/p. 192).
The composition technique, widely used by hyperrealists for emphasizing
photorealism of image, in this case is intended for the opposite aim:
generalizing the reality and reducing its items to symbols.

A lack of depth and accentuated flatness of image, traditional for
Geghamyan, still allow reproducing the texture of items, ceramics, though
conventionally.



Ceramics, textiles, metal, wood are not tangible by the viewer, do not
provoke naive surprise of naturalistic imagination, instead, they are quite
recognizable, and the author is satisfied with it. His task is not to create
an artificial fragment of reality in a form of photographic document, but to
show that a true reality around us, the one we cherish and stick to, is a pure
convention and a symbol of our idea about it.

Still lifes by Valeriy Geghamyan are in demand among collectors
and rare on the art market. At the same time, these works include truly
special ones: sometimes the author used both sides of cardboard for
painting, the family collection contains several double-sided works. We can
see a still lifes at one side of the medium, and at the reverse one — a
fragment of narrative painting or a conventional portrait (Appendix 17).

2.2 Archaic and innovation of pictorial “ballet” cycle.

One of the most spectacular cycles of works by Valeriy Geghamyan is
“Ballet”. This conventional title unites a series of paintings, created at the
end of 1960s and during 1970s in Odessa. For any painter, it’s challenging
to interpret ballet motifs in an innovative way. The reason lies in the
fact that a topic of dance has been addressed by numerous artists during
several epochs — the topic is very beneficial in terms of art methods, it is
compositionally attractive, rhythmically privileged. Female dancers were
depicted already by Ancient Egyptians, and Geghamyan’s admiration of
Egyptian antiquity is well-known and confirmed by entries in his personal
diary. Of great interest are Ancient Greek images of female acrobats and
dancers starting from Crete-Mycenaean period, whose influence is easily
traceable in several cardboard works by Geghamyan, created in 1970s.
It’s difficult to resist the charm of ballet crayons by Degas, as well as his
bronze little dancer, not to be fascinated by courage and extraordinary
vision in works by Toulouse-Lautrec, which became an ode to the world
of stage. Theatrical decorativeness of ballet and theatrical motifs of
Russian artists of Silver Age — all these served as an inspiration for
many painters.
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Geghamyan was no exception. During the entire life he took an interest
in human body. Actually, it was not a feature of individual, but rather an
aesthetic shape-forming category. Large-sized canvasses and cardboards of the
series “Ballet” depict monumental powerful bodies, always in a spectacular
angle, with perfect elaboration of form or exaggerating these forms (ill.,
cat. number 11/p. 171, cat. number 13/p. 171, cat. number 21/p. 171, cat.
number 85/p. 172). Body serves as a building material for compositional
conceptions of the painter. Ballet images by Geghamyan attract attention by
a completely dissonant solution — they directly contradict the conventional
image associated with ballet perception. The nature of dance is, first of all,
delicacy, airiness, and beauty of movement, grace of rhythmics. Geghamyan, in
contrary, interprets his images in an absolutely different manner, not departing
from usual features of his characters, from typification and power. Rarely, he
resorts to a different interpretation, but even in such cases he doesn’t fit into a
conventional model of art in the context of the ballet world.

The works of the series are highly decorative and symbolic (ill., cat.
number 33/p. 170). In this series of works, image formation by Geghamyan
could not be more extraordinary. Dance has always been associated mainly
with lightness, transparency, grace of images. However, Geghamyan breaks all
the stereotypes: the images of dancers, created by him in 1970s, are, as usual,
quite heavy, theatrically-flat, sketchy. Actually, these are typified images. In
each work, the painter depicts not a specific model who inspired him, but a
generalized image, and all traces of the inspirator disappears. In fact, a certain
model (if there existed one) was just an impetus for a desire to paint, but not
more, inducing the rush of inspiration and then fading into the background.

The recent information allows more distinct defining the origins of Ge-
ghamyan’s interest in this topic. Valeriy had a relative from his mother’s side
— Laura Vartanyan (1942—-1994), a famous Armenian dancer and film actress.
She was educated as a professional choreographer, worked at Armenian Folk
Song and Dance Ensemble, starred in eleven successful films of Armenfilm in
1970s, later immigrated to the USA. It was the peak of her career when Valeriy
Geghamyan created the ballet series. Laura, just as Valeriy, was born in Garni,

in the same family house of the Ter-Meliksetyans. Being already a famous



actress, she visited her parents in Garni, and Yerevan creative intellectuals
were frequent guests of their home. In the same period, in summer, Valeriy
Geghamyan came to homeland with his family. The impressions of the artistic
dancing beauty embodied in a whole series of paintings. Undoubtedly, these
are not Laura’s portraits, but she became the impetus arousing the painter’s
interest in studying a new plastique.

Ballet paintings by Geghamyan were created in classic oil on canvas
technique (ill., cat. number 29/p. 170, cat. number 30/p. 170, cat. number 315/p.
170), oil on cardboard (ill., cat. number 176/p. 208, cat. number 21/p. 171, cat.
number 27/p. 171), as well as using tempera (ill., cat. number 13/p. 171, cat.
number 33/p. 170).

Three early paintings on canvas are especially interesting due to a more
realistic manner of painting as well as a “mosaic structure” of image and fine
color solutions. Diagonal composition remains unchanged in all three works:
stretched figure of a ballerina with her arms crossed on chest, her closed eyes
being an embodiment of a poetic tragedy. This work evokes slight associations
with “Swan Lake” by Tchaikovsky, thus, it’s no coincidence that one of these
paintings is known in literature under unofficial name “The Dying Swan”. Yet,
two more works on cardboard (ill., cat. number 11/p. 171, cat. number 85/p.
172) create an allusion on a Spanish dance, one of the dances at Siegfried’s
Ball. Geghamyan has no other, except emotional, confirmation for this plot.
The ballet paintings are based on symbolism and decorativeness; they are not
narrative and have no plot.

The painting “A La Seconde” is a large study from nature, having the
size of two and a half by one and a half meters (ill., cat. number 4/p. 172).
Young Valentin Zakharchenko once visited the classroom of Geghamyan
together with his friend Liuda Tolkunova, introduced them, and noted that she
did dancing. Geghamyan immediately was filled with enthusiasm and asked
her to pose. Luida differed from Geghamyan’s favourite type of woman, being
graceful and delicate. To Zakharchenko’s joking comment, “Didn’t you say
you don’t like such ladies?”, Geghamyan replied, smiling, “Who knows what
I said!”, and started working. However, the painting depicted not real Liuda
Tolkunova, but a conventional ballerina, noticeably gaining leg muscles.
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“Dancer. Rest” (ill., cat. number 130/p. 166), magnificent in terms of
coloration, is a small, by the standards of Geghamyan, work — only 140 x 70 cm.
As in the majority of works by the artist, it lacks depth of space, and all the
attention is focused on the foreground, namely, on a dancer, sitting with her
back half-turn, in a unbuttoned dress for performance.

Commonly, figures hardly fit in the boundaries of paintings by
Geghamyan. The artist thought by large formats and invented a whole
technology of forming the medium of a painting. Canvas is difficult to
work with, since it requires seaming to change the size of work. Moreover,
canvas significantly increases costs on creation of a painting, complicates
transportation and storage. Hence, Geghamyan gradually transferred to
cardboard, which could be quickly cut and glued, it was lightweight and did
not require an underframe in the process.

Some of the “ballet” works, as it was previously mentioned, were
created using tempera. The properties of this material perfectly suit both
for creating decorative cardboards and working on theatrical decorations,
considering the undeniable aptitude of a theatrical painter Geghamyan had
— he could be a wonderful set designer. Additionally, tempera is appropriate
for monumental paintings, and works by Geghamyan are predominantly
large, which, naturally, could not facilitate creating a feeling of grace of
ballet images. The painter achieved such impression by other means,
without sacrificing the size of cardboards and canvasses. What contradicts
in the works by Geghamyan to the conventional image of ballet is, first of
all, the majority of ballerinas firmly standing on the ground on their strong
feet, having no shades of refinement and grace, customarily connected with
dancers. Compositional solution always emphasizes solidity and power — it is
often close to pyramidality, i.e. the most stable shape. Frequently, ballerinas
are not just standing on the ground, not just barely touching it with toes, but
they are standing, similarly to colossi, on the legs spread, typically straight,
just like in Ancient Egyptian ritual step.

One more regularity is also of great interest: the figures of dancers are
generally composed the way that their feet are cut off — a solution that was a
bold break of main laws of composition, but it undoubtedly was intentional.



In the fragments where composition implies presence of feet, they are, yet, not
outlined, i.e., they are also absent intentionally (ill., cat. number 97/p. 172).
The same feature is present in the works “Ballerina in White Clothes” (ill.,
cat. number 11/p. 171), “Ballerina with Two Vases” (ill., cat. number 13/p. 171),
“Ballerina with a High Collar” (ill., cat. number 85/p. 172), “Naked Ballerina”
(ill., cat. number 21/p. 171).

Inballet motifs by Geghamyan exists an interesting parallel with Ancient
Greek motifs, and, moreover, not with the classical, smoothed rhythmics
and completeness of composition scheme, but with Archaic, even Cretan-
Mycenaean. In such works, it’s difficult to avoid associations: in some
cases —with frescos ofthe Minoan period (ill., cat. number 33/p. 170), in others
— with Archaic kore, their symmetry and pose (ill., cat. number 13/p. 171).
It’s fascinating that the figures, stocky and manlike, as if carved out of a
block by Mikelangelo, suggest the parallel not with kore, but rather kouros,
tracing its roots back to ancient Egyptian sculptural images.

In the work “Ballerina in White”, at the bottom of the composition we
can see a strip of ornament — parallels with black- and red-figure vase painting
of Ancient Greeks appear on the surface of perception and associative series.
It’s interesting that virtually all ballet images of the painter which imply
Ancient Greek shades are warm or, as it’s possible to say, hot in coloration.
The general “color sounding” of these works also echoes both Ancient Greek
vase painting and Crete frescos.

Beside ballet, in 1970s Geghamyan created a range of large universal
female images (ill., cat. number 1/p. 166, cat. number 7/p. 167). The
frontal and static nature of archaic art, admired by Geghamyan, multiplied
by symbolism and immensity, result in eternal goddesses in front of the
viewers’ eyes: beyond beauty and ugliness, good and evil. Similarly to any
force of nature, they are ruthless and inescapable, however, beautiful in their
grandeur.

“The Blue-Eyed” (ill., cat. number 1/p. 166) is especially decorative,
although the painter himself, according to his students, disliked and disclaimed
decorativeness, regarding it as a vain forming. Ironically, the creative genius of
Geghamyan, all his artistic heritage consist, basically, in a form, conventional
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and generalized, together with interplay of color, strive for the spectacular.
His paintings are an example of new decorativeness, not superficially-
comfortable that relaxes and consoles, but disturbing, making us look with
eyes wide open.

The space of the picture is again just a convention. Although the
author introduces additional objects, intentional distortion of a straight-on
perspective allows him to avoid unnecessary realism of image. Realism, in
Geghamyan’s opinion, is quite boring, and it is not necessary at all in the tasks
of reaching the borders of symbolism. In realistic art, built according to the
laws of perspective, it’s possible to achieve the effect of conventionality and
symbolism only by introduction of straightforward attributes-symbols into an
image. Geghamyan masterly avoids it, his generalized images do not require
descriptive symbolism or hints to a viewer.

2.3. The balance of ethics and aesthetics in large thematic paintings.

Geghamyan is an idealist, therefore seductiveness of evil is strange to
him. Looking at his works, you need to forget about the vague criteria of
good and evil. Moral boundaries of personality are so distinct and strict for
him as the lines of his paintings.

In our century of complicated and shifty truth, such certainty appears
outdated, being far from postmodernist bunching of moral relativism. But,
remarkably, Geghamyan, having certain vision of good and evil, is definitely
not a one-dimensional artist. He manages not to sink to primitive lecturing,
he just calmly states: here is beauty, here is ugliness, here is good, and
here is evil. Furthermore, physical ugliness of characters by Geghamyan,
similarly to an ancient myth, reflects the ugliness of soul.

“Mockery” and “Rebellion” are some of the main epic works of
Geghamyan, with the immense power of impact on a viewer. The primary
sketch (ill., cat. number 86/p. 211) is of great interest, containing two
schematic scenes which were divided by the painter in the course of work.
As a result, he created several grand works with different plots. The bottom
of the sketch transformed into “Mockery” (ill., cat. number 35/p. 214, cat.



number 82/p. 215, cat. number 304/p. 214), while the top — into “Rebellion”
(1ll., cat. number 39/p. 218, cat. number 302/p. 218).

The size of the paintings is impressive, being on average three and a
half by two and half meters. Nevertheless, a tendency of exaggeration of
everything — the size of works, features of the characters, passions — is a
habit of Geghamyan. To the painter’s credit, his works look not just big, but
majestic. Evidently, achieving such an effect is possible only by offering a
quintessence of beauty to a viewer, and Geghamyan was brilliant in it.

“Mockery” (ill., cat. number 304/p. 214) is a splendid work. It is still a
mystery how the painter could achieve such an effect. The topic seems to
be cliché, the composition doesn’t impress with uniqueness, the idea of
opposition of crowd and personality is a classic — how could all these
amaze? However, a lonely monochrome figure in a trench coat standing in
front of a crowd of naked, motley trolls evokes virtually physical
feeling... not of fear, but rather perplexity, and the eternal silent question of
those who differ, “Lord, what am | doing here?” is racing round in a head.

A small sketch of this painting (ill., cat. number 82/p. 215) comprises
an obvious parallel with a classic plot — the mocking of Christ. Haughty,
dressed-up monsters with conventionally human faces, roaring with
laughter, are standing behind the messiah. In a little distance — two
faceless female figures with their heads down, understanding and accepting
anything. In such an interpretation, not everything is so hopeless; here exists
a balance between human and primitive. However, it was not implemented
by Geghamyan in the completed work. It could have seemed too
straightforward for him. In the final version (ill., cat. number 304/p.
214) there is no sign of such a balance. The character not only entirely
lost any features of messiah, but he is lonely in front of a crowd of
conventional people going wild. Their ugly essence doesn’t wear
luxurious clothes anymore, it is literally naked and overwhelms with its
mass. Ugly bodies, ugly souls.

One more version of “Mockery” (ill., cat. number 35/p. 214) suggests the
same idea, but using a different method. We observe a common technique of
opposition. A slave market is implied. In the foreground, there are four naked
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figures, farther — a laughing idle crowd. Geghamyan is a great specialist in
conventional character type. His multi-figure compositions are a wild carousel
of faces, bodies, emotions, moods, and images.

Thus, there are four naked bodies, four doomed, two men and two
women. Seemingly, if they are united in their fate, they should compose
a whole, being a carrier of the same i1dea. However, the compositional
center of the painting is a pale angular female figure, almost deprived of
volume. Again, as in the previous version of “Mocking”, Geghamyan used
a technique of color contrast for accenting. As opposed to unthinkable
colorfulness of the crowd, the main character is monochrome and bodiless.
Probably, it is eternal opposition of body and spirit. In contrary to the first
version, the female character is in armor of her detachment. She doesn’t
lament, as her fellow sufferer from the previous painting, but says with all
her appearance that she is not here. The rest of naked bodies are perceived
as a part of the motley crowd. They are absolutely corporal and, considering
their grotesque earthiness, embody everything primitive. Geghamyan’s
idea is interesting: it turns out that not all obvious victims are decent
of different fate...

Geghamyan is a monumental painter according the type of artistic
thinking, hence, his works are very static. “Rebellion” (ill., cat. number 302/p.
218) is an exception that proves this rule, a strikingly dynamic painting.
Against the background of the huge crimson sun and a church that reeled in
smoke, the action unfolds: simultaneous procession and appeal.

It has a familiar linear composition and several grounds. At the first one
we can see “the lower class” — strong, naked bodies, deformed faces. At the
second one — the monolith of “the upper class”: power and control, embodied in
the generalized characters of religious and secular rulers, the masks of haughty
calmness and confident superiority. Geghamyan’s all-time favorite technique of
opposition is implemented here by means of contrast of a dynamic appealing
crowd and static character of the commanding. Yet, here exists an intermedium
connecting both of the groups — a mysterious leader, and again, a
meaningful monochrome center of the painting is accented. A monumental
person, wearing a black soutane, unbuttoned



on the chest, holds a thurible in his left hand. His right arm, raised in a
patronizing gesture, is about to become the dominance of the painting...
Still, Geghamyan lacked the size. And now the viewer’s attention is focused
on another outstretched arm — that of a muscular torch-bearer, looking back
at the rulers and illuminating their faces. We can see not the warring sides
when one group rises up against the other, as it may seem at first glance.
On the contrary, they are united for an accomplishment the author leaves
a viewer in the dark concerning the aim of the rebels. Where and for what
do they strive?...

Valeriy Geghamyan is a strong colorist by nature, moreover, he had
influence of Saryan’s school. His paintings simply impress by color solutions.
At first, they may even be perceived as a color cacophony. Nevertheless,
the coloration by Geghamyan is similar to complicated intellectual music.
The farther from the sweet-and-smooth harmony the composer departs, the
more stunning effect it will make on the one deciding to immerse in this
music. “Color shouldn’t create merely light harmony”, reminds Geghamyan
unobtrusively from the pages of his diary [9, p. 104].

The family collection of the master contains a large fragment of version
of “Rebellion” (ill., cat. number 39/p. 218). Nine figures are “squeezed” into
a quadrangle, close to a square. The background is deep blue, the faces are
disgusting, exaggeratingly hideous. Each of them is “shaped” by numerous
color spots, combined in an absolutely wild way. It is easy to recall the
violent expression of the Fauvistes.

Resemblance with artistic means of symbolism, expressionism and
fauvism is often ascribed to the manner of Geghamyan. In all fairness, it
should be noted that he, in fact, “draw power” from European art of the first
half of the twentieth century, yet, equally as from the art of High Renaissance,
Ancient Egypt and Medieval Armenia. Geghamyan is not a simple painter;
he combines too much academic education and personal talent to be easily
resolved into simple components and reduced to unambiguous categories.
Moreover, the artist himself believed that, “...creativity should comprise
everything. One cannot say that something is outdated and something is
new” [9, p. 27].
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Undoubtedly, among a variety of topics in creative life of Valeriy Ge-
ghamyan, several ones are standing apart. Too personal matters frequently
adsorbed the artist, although Geghamyan successfully coped with boundaries
of his own world perception and managed to create works of universal
orientation.

Artistic research of national aesthetics by Geghamyan is not limited
to statement of exoticism or historical past. His ethnic images and narrative
paintings based on national plots appear completely national, declaring the
similarity of human nature rather than conventional differences. They show
the viewer that good and evil do not have any national features.

In the period of creative retreat (1985-2000), Valeriy Geghamyan created
several large-format paintings he had never showed to anyone — “Khachkar”
and “Loveless Wedding”. Sometimes, these works are mistakenly interpreted
as a diptych, considering the similarity of format and artistic manner. Both of
the pictures are pronouncedly flat, their space and volume are conventional,
linearity prevails over picturesqueness. However, the paintings completely
differ thematically, being unlikely to unite in terms of ideas.

The fragments of these paintings were seen by the closest relatives of
the artist, yet neither they, nor the author himself had ever looked at them from
the distance at the exhibition. Due to the large size, it was impossible to store
the works unfolded, even no stretchers for them existed. Furthermore, the
paintings were, in fact, created by fragments. For a long time, they had been
lying on the shelves in the flat of the painter just as rolls. And only a range of
complex restoration works allowed preserving and stabilizing these paintings.
Only afterwards there was an opportunity to exhibit them without any fear
about their safety.

“Khachkar” is a painting the master had been working on for the
last fifteen years of his life (ill., cat. number 317/p. 230). Geghamyan was
persistently searching for a form of implementation of his idea. The earlier
narrative works of the artist, namely “Rebellion”, or paintings from the cycle
“Satirical Images of the Past” (ill., cat. number 42/p. 209, cat. number 176/p.
208, cat. number 181/p. 209) show more compositional freedom, and the

painting itself is unpredictable and emotional. “Khachkar”, in contrary, is



graphic and refined, it doesn’t contain any random lines or an expressive
color spot.

Quite a significant number of sketches, preliminary works, and
versions of this painting are preserved. These are predominantly anatomical
drawings of typical human body positions (ill., cat. number 101/p. 234, cat.
number 196/p. 235, cat. number 231/p. 236, cat. number 258/p. 235, cat. number
284/p. 235, cat. number 296/p. 235, cat. number 381/p. 234). Valeriy Geghamyan
had thorough knowledge of anatomy, considering that long years of teaching
drawing, studying of nudity brought his drawing mastery to unattainable height.
Nevertheless, he repeatedly worked on the fragments of the image: wrists, feet,
shins, necks, heads from different angles, in different manners. A perfectionist by
nature, the painter took his time in represent his idea in a work.

A full-size charcoal and pencil sketch (ill., cat. number 327/p.
231) could surely become an independent graphic work. Transformation
of the earlier sketches allows tracing the evolution of Valeriy Geghamyan’s
idea. The composition is formed virtually from the beginning, the number of
characters varies from three to four, still, they are not so conventional as
in the final version. The central figure is male; later, having created multiple
versions of androgynous image, the painter decided on a female image.

A monumental figure, hardly fitting in the size of the work, “holds” both
the composition and the world falling apart on the painting. In this picture
Geghamyan minimized convention to the extremes. Striving for pureness of the
idea, he rejected identifying features of the characters and, undoubtedly, made
the painting even more mysterious. Only after consistently studying all versions
of the work, all its sketches, it’s possible to try to interpret the image, yet with a
certain degree of probability. The central figure — Mother Armenia — is the
embodiment of unconquerable Armenian spirit. Despite the trying times and
challenges of history, it doesn’t break down or disappear. The right side of the
painting shows a reeling khachkar — a symbol of the ancient culture.

Khachkar is probably the most recognizable Armenian symbol in the
world. The history of emergence of the tradition of stone stele in
commemoration of certain events or for the purpose of marking special places,
at graves, sources
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and so on is lost into the depth of the centuries long before the Christianization
of Armenia. However, in the middle of the first millennium these stone blocks
gained new senses and forms. Pagan solar and elemental symbols, depicted
on them, transformed into those of Christianity. Generally, crosses with plant
symbols adorned with complicated ornaments were carved on khachkars
(Appendix 18). Less frequently, an image of Jesus or Deesis composition
were at the top. The total number of khachkars on the territory of Armenia
equals several tens of thousands. Even greater number of them was located on
the historical Armenian territories, now they are stored in other countries. In
2010, the art of creating khachkars was inscribed on the Representative List
of the Intangible Cultural Heritage of Humanity by UNESCO under the title
“Armenian Cross- Stones Art. Symbolism and Craftsmanship of Khachkars”.

Since childhood, Geghamyan adored Armenian history and culture. As
a truly universal national and spiritual symbol, khachkar could not leave him
indifferent. The painter used it in many works, starting from realistic portraits
of 1960s (ill., cat. number 52/p. 162). Coming to his homeland in summer,
Geghamyan visited Geghardavank — an ancient cave monastery not far from
Garni. On the facades of the buildings, located next to it, several dozens of
sophisticated khachkars are carved on the rocks — a plenty of muted shades of
local basalt and tufa. Stone carving, covered with gray moss and smoothed by
rains and wind during ages, acquires colorful mosaic structure in the paintings
of the master (ill., cat. number 318/p. 222).

The second large painting of the same period was titled by the author
as “Loveless Wedding” (ill., cat. number 318/p. 222). Sometimes it appears
in literature as “Bloody Wedding”. This wrong title emerged in early 2000s
during the preparation of first materials about the painter for publication. Later
even the researchers of Geghamyan’s creative life began using it; however, it
Is the author’s version that sets the right tone for perception of idea of this
painting.

Genocide and forced assimilation of Armenians in 1915 is a topic
Geghamyan had been reflecting on all his creative life. The first descriptions
of the plot are present already in his early diary in form of fragmentary
thoughts, historical references, and eyewitness accounts, recorded by him.



Yet, he implemented his idea only at the time when he could completely focus
on creativity: “the time of a painter came”, stated Geghamyan after retiring.
In the period from 1985 to 2000, he was constantly working on major topics
taking breaks only for sleep or extreme necessities.

“Khachkar” and “Loveless Wedding” are the last works by Valeriy
Geghamyan, being the largest in terms of idea and implementation. These
are the paintings of museum value — mature, harmonious, with no place for
personality, but only for archetypes.

2.4. Humanistic universum of ethnic images by Valeriy Geghamyan.

Valeriy Geghamyan is an individual who, despite the growing interest
in recent years, still remains predominantly a mystery for researchers and art
admirers. He was quite a reserved person and had few contacts with outside
world, preferring his own microworld, in which everything was built due to
his personal laws and which was closed for anyone else. Even the students,
and the establisher of Odessa’ Faculty of Arts and Graphics had many of them,
recalled that the teacher was very reserved and it was near to impossible to
get to visit him. Therefore, every new fact of the artist’s biography is worth
its weight in gold.

An Armenian by origin, the painter went through the establishing and
formative period on the Armenian lands, with Martiros Saryan being his
teacher and creative mentor. The artist left Armenia at the age of late twenties,
and since that time he visited his historical motherland only occasionally.
From 1954 to 1956 his creative path unfolded in Moscow where he worked
as a leading painter in the section of Monumental Painting under USSR Art
Fund. From 1956 to 1960 the artist worked as a teacher of artistic disciplines
in Birobidzhan, and from 1960 to 1963 he stayed in Makhachkala, being a
teacher at Dagestan Art College.

After these short, although strongly distinct, parts of life, a momentous
event in the painter’s fate occurred: he moved to Odessa where he spent the
rest of his life. Thus, almost forty years of Geghamyan’s creative biography

was dedicated to Odessa artistic space, which, undoubtedly, was influencing
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him with its colorfulness and which, at the same time, was enriched by him,
even more considerably. Hence, in the artist’s creative life one may trace
five periods: Armenian, Moscow, Birobidzhan, Dagestan, Odessa. However,
only two of them — Armenian and Odessa, “flanking” his creative path,
became pivotal due to their duration and significance for embodying the
worldview and individual manner of the artist.

Each of these periods was reflected in the creative heritage of the painter
not only in form of numerous landscapes he constantly addressed to, not only
in form of famous narrative paintings on philosophical and historical topics,
but numerous ethnic character types, which are perceived as independent
ethnic studies. These are often half-sketch works, oil on cardboard, of not
very large size; however, some works are quite large-scaled. It’s crucial to
remember that, despite the fact that all the works of this kind can be treated
as reflections of five important periods in creative life of the artist, it doesn’t
imply direct chronological correspondence. Many ethnic images were created
by Geghamyan in 1960s — 1980s, i.e. during Odessa period; still, this body
of material includes the images of Armenians, Kurds, Hutsuls, Russians,
Spanish, and African character types. Each of these groups of works is an
original quintessence of the author’s ideas on a particular period of certain
nation, its customs, character features, costume, specificity of character types.
Additionally, ethnic characters are also present in other works where the artist
sets himself a task to study and embody national aspects in a certain case,
including his famous, near programmatic, works of early 1990s. The analysis of
each of these groups of works comprises the elements of scientific novelty, since
such independent efforts have not been made in national cultural studies yet.

Among all ethnic images by Geghamyan, we should primarily highlight
Armenian, Kurdish, Ukrainian, and Russian ones. The scope of Armenian and
Ukrainian images is, perhaps, the widest. Apart from separate ethnic studies,
research of Armenian vivid characters continued both in narrative paintings,
which are currently presented as finished works and rich sketch material.

The manner of Geghamyan tends to stylization, decorativeness, monu-
mentality, and conventionality, generalization. Therefore, we cannot always
state about portrait features, typical of face of certain images; commonly,



ethnic exercises of the artist are rather costume studies, exploring national
costume and accessories. It is of great interest that the vast majority of such
works have warm coloration, sometimes hot, they are flaming with energy,
and that can be regarded as their characteristic feature. The painter was a great
stylist, being able to distinguish the most typical, bright features of every
character type, to note the things hided from an average eye.

“Armenian Dancer” (ill., cat. number 23/p. 241) is probably one of the
most typical images created by Geghamyan during these years. Dynamic,
having rapid chaotic rhythmic, making the entire cardboard be filled with
agitation and speed. Raised arms, movement of the figure, clothes flying in
dance — all these make the work an embodiment of movement and activity.
White is prevailing in the color scheme of the cardboard — the artist seems
to remind us about pureness and beauty of youth, while hot coloration of
the background and the cloth behind the figure is an embodiment of hot,
passionate temper.

It’s interesting to compare this image, an embodiment of movement and
dynamics, with the image of the cardboard “Armenia” (ill., cat. number 149/p.
244). In early 1970s, Geghamyan created several works that were very
similar in their compositional solution and coloration, all of them being done
on cardboard, in oil painting technique, depicting Armenian women. The
images are very static, in contrary to the above-mentioned dancers. These
are nearly the images which “worship”, they immediately remind us of the
artist’s admiration for the Ancient Egyptian art, with all its grandeur and
static character, and no less of his admiring Antiquity, with its eternal calm
balance. These are almost kore, deprived of personification. The faces on
all the cardboards are not detailed, which is common for the works by the
master in which he resorted to typification, highlighting the generalization.
Sometimes the arms are raised: “Armenian Woman with Two Dishes” (ill.,
cat. number 175/p. 244), “Armenian Woman with Pomegranates” (ill., cat.
number 157/p. 244). A male image, created according to the same scheme, is
also present, having a similar compositional solution, a lowered horizon line,
hot-colored background, a stylized tree on the background, the raised arms.
This is the cardboard “Armenian with Two Jugs” (ill., cat. number 166/p. 245).
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Looking at the cardboards with female images, with their arms raised,
where everything is subject to the static character and detachment, we
cannot avoid mentioning the author’s admiration for the Byzantine art. The
parallel with Orant is obvious in this case. We should also focus attention on
an interesting detail: only in one case, and that is the cardboard “Armenia”,
the compositional solution is built due to the principles of symmetry, while
in the others asymmetry principle dominates, and this is, apparently, not
coincidence. The central axis of the composition is intentionally
displaced aside, in all the works — to the left. And only the cardboard
“Armenia” has the main compositional axis, that is, in fact, a figure, located
right in the middle of the picture. This adds static features, monumentality,
and grandeur to the work.

“Armenian Woman against the Background of an Orange Tree” (ill.,
cat. number 164/p. 244) is a variant of this cardboard. The painting shows the
identical composition of a female figure and nearly identical costume of the
figure. The interpretation of a tree behind the back of the character and the
lower part lacking the striped ornament are the only things that differ. Yet,
the figure in this cardboard is moved to the left, which changes the general
“sounding” of the work completely.

The studies of ethnic types are also observed in the famous works by
Gegamyan “Mockery I” (ill., cat. number 304/p. 214), “Rebellion” (ill., cat.
number 302/p. 218), “Loveless Wedding” (ill., cat. number 318/p. 222),
“Khachkar” (ill., cat. number 317/p. 230). Probably, of the greatest interest is
sketchy, preparatory material where one can see bright characters, emotions,
the tension that was either slightly hided, or evident in the creativity of
the painter. However, there is a major difference between these works and
Armenian images: virtually all preparatory materials are female and male
heads as separate studies for future paintings, having thoroughly elaborated,
detailed faces. These images are also frequently typified, not portrait, they
are also generalizations of characters, yet, the presence of pointed facial
features, the eyes which are often wide-open, again, similarly to the Egyptian
ones, make the images not only dynamic or static, active in movement or

symmetrically-calm, but rich in emotional spectrum. This is characteristic of



variants of the images “Armenian Bride I- [V” (ill., cat. number 92/p. 224, cat.
number 90/p. 224, cat. number 89/p. 224, cat. number 93/p. 224 respectively)
and “Mother Armenia [-VII” (ill., cat. number 314/p. 231, cat. number 100/p.
231, cat. number 102/p. 232, cat. number 183/p. 233, cat. number 208/p. 232,
cat. number 45/p. 232, cat. number 75/p. 232 respectively). In the last works,
the type of face was gradually evolving, becoming more monumental, and the
character gained strength and static features in addition to pain and cruelty.

The cardboard paintings “Boyars [’ and “Boyars II” (ill., cat. number 99/p.
210, cat. number 42/p. 209) are important for the investigation of composer’s
skills of the artist and they serve as a proof to his high professionalism as a
master of rhythm. Especially the “Boyars 11” cardboard painting is probably
the best proof that the true artist is able to show an ethnic character, a national
color without even detailing the dress, without any special color scheme, used
only in this case, and rhythmically, by setting a certain rhythm with a few lines,
and in several volumes, the details of the dress are summarized. In the “Boyars
I1” cardboard painting Geghamyan actually created a geometric composition,
outlining the specific recognizable high hats of the boyars, accurately guessing
their proportions and form and specifying the exact character of the blurs of
boyar fur coats, which creates a general primitiveness, difficulty, and might.

The same features may be traced in the cardboard painting “Tsar”
(ill., cat. number 147/p. 210), in which the main feature was a certain bell-
shaped static. It is extremely contrasted, for example, with the subtlety and
exuberance of the color palette in the cardboard painting “The Orient” (ill.,
cat. number 156/p. 246).

The Ukrainian images, predominantly Carpathian ones, were along with
the Armenian images. Geghamyan often addressed the national images of
Ukraine, where he lived for half a lifetime. A number of Ukrainian types
appeared in his works of art earlier than others — since the 1960s. Characteristic
compositional schemes, which the artist will later use repeatedly in other
studies, were first tested on Hutsul images. First of all, the same motive IS
“worship” when the artist presents the figure with the hands raised
upwards. He uses the Orant static in the 60’s of the twentieth century in the

Ukrainian cycle of cardboards: “Hutsul Woman with Hands Raised”
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(ill., cat. number 2/p. 238), “Hutsul Woman in a Red Apron” (ill., cat.
number 25/p. 238), “Red-haired Blue-eyed Hutsul Woman with two Bowls™
(ill., cat. number 26/p. 238), “Hutsul Woman with a Bowl” (ill., cat.
number 5/p. 238).

Contemplating these cardboards, one cannot help but notice the influences
of the avant-garde, the art of the Boychuk people, the flavor of the works by
Alexandra Exter. They are characterized by ornamentation, strict geometry,
but bright, light palette, as in the cardboard with a hutsul woman holding a
bowl in her hand. The same traits are observed in the works “Hutsul Woman
against the Background of blue Mountains™ (ill., cat. number 49/p. 239), an
interesting work “Hutsuls” (ill., cat. number 58/p. 239).

It is worth comparing the two groups of cardboards featuring the
Ukrainian themes, which are fundamentally different from each other both in
the manner of performance and color, since the second group is rather heavy
on a palette, not as light-bearing, as the aforementioned cardboard. These are
the works “A Ukrainian Woman” (ill., cat. number 316/p. 239) and “Portrait
of a Hutsul” (ill., cat. number 47/p. 239). They were painted in the late 60’s
of the twentieth century, but in another technique, not on cardboard, but on
canvas, without the use of tempera, which tends to generalization and flatness,
especially decorative. Both works are academic, completed, realistic, there is
almost no place for theatrical decoration, the images are less plane, although the
monumentality is still available due to the mosaics of the painting, somewhat
in Vrubel’s manner, which Valeriy Geghamyan repeatedly addressed.

This characteristic makes the canvas look like monumental wall panels.
But the main difference between these works is their rather heavy, dark, even
somewhat earthy coloristics. In addition, in these two works, as in the paintings
“Hutsuls” and “Hutsul Woman against the Background of blue Mountains™, the
decorative solution of the background is replaced by the presence of landscape
inclusions. This special feature distances the works from momentousness and
conditionality.

Appeal to ethnic images, careful study, almost dissection of the national
characters was a task that Valeriy Geghamyan set himself for all his creative
life.



He transmitted the national color to the rhythm, form, color, constantly
studying the clothes, typical features of the person, placing the image in a
characteristic environment — either an architectural background or fragments
of the landscape. Each time he was able to capture the most characteristic
feature, distinctive for the chosen image, making him recognizable, sharp and
unique. But each of the frames of the artist’s ethnic images, whether Armenian
or Ukrainian, or Russian, is worth more research and advanced analysis,
because until now this topic can be considered one of the lacunae of national
art studies.

In general, it can be noted that the themes of the artist’s works, namely,
the appeal to national characters, is not a key to the creativity of Odessa
nonconformists. Valeriy Geghamyan’s typification and generalization of
images are very much distinctive from individualized Soviet protest art.
Indeed, a personal artistic protest allowed nonconformist artists to demonstrate
the acuteness of the “personality-society” conflict. In the work of the artists
of this direction, everything typified and generalized was presented as a
characteristic of formal official art and was immediately marked outdated and
artistically indistinct.

The highest professional level of performance immediately distinguishes
works by Valeriy Geghamyan from the bright, however, not always artistically
perfect works of representatives of the unofficial art of the second half of the
twentieth century. Some of the main features of nonconformism are urgency,
a clear attachment to a particular time-spatial and historical-cultural context
and, most importantly, dependence on this context, which are not inherent in
Geghamyan’s creativity. His artwork, first of all, is about a universal humanistic
absolute, but not a reaction to the transient.
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PART 3. THE DESTINY OF IDEAS AND ARTISTIC HERITAGE

3.1. Works of the artist in the restoration practice

Nowadays creative heritage of Valeriy Geghamyan is exhibited at the
best museums, and for the next few years personal and collective exhibitions
are planned both in Ukraine and abroad. The works of the artist travel around
the world, appearing at auctions, in private collections, at state cultural
establishments [28, 30, 45]. All these became possible not only due to
a complex research and promotional work, conducted in recent years, but
also due to comprehensive restoration and stabilization activities, developed
specially for this project.

First presentation of paintings and graphic works by Valeriy Geghamyan
to general public took place in 2001, during the first retrospective exhibition
of the artist in Odessa [38]. At that time, large narrative works of the painter
were displayed at the exhibition sites of artistic-graphic department of Odessa
pedagogical university. Among them, “Khachkar” (ill., cat. number 317/p.
230), “Loveless Wedding” (ill., cat. number 318/p. 222), and “Ballet” cycle
(ill., cat. number 29/p. 170, cat. number 30/p. 170, cat. number 315/p. 170)
were exhibited for the first time.

Unfortunately, as a result of storage conditions, the majority of works
were presented in poor state. For a long period, canvasses had been stored
folded, in conditions far from the standards of museum storage. At the first
posthumous exhibition the paintings were presented as they were: with no
stretchers, cleaning, or conservation (Appendix 19). Nevertheless, they created
a furor in Odessa’s artistic life.

Since then, the works were again subjected to the changes in humidity,
temperature and light conditions, the absence of tension, the effects of domestic
dust and other hazardous conditions. As a result, they acquired intractable
deformations and destructions. In 2015, active preparatory work began to
rescue Valeriy Geghamyan’s artistic heritage.

At that time, a vast majority of the paintings were located in Odessa.

Considering the complexity of future attribution and restoration activities, the



paintings were transported to Kyiv. A team of experts and restorers, formed
for these objectives, saw only rolls covered with a plastic sheeting. All the
canvas, cardboard, and paper works were folded, none of them being put on a
stretcher. Some works had been stored in such conditions for decades.

A thorough analysis of state of the paintings, systematization of data,
defining the priority of tasks allowed devising a plan of restoration works. Yet,
restorators faced a range of problems. First of all, it turned out that the country
didn’t have an experience of restoration of paintings on cardboard of such
a large size (the size of some works exceeds 15 m2). Moreover, they didn’t
have a premises or equipment for this purpose. Eventually, it was decided
to create a special restoration workshop with the necessary conditions to
accomplish the tasks set.

A premises with the area of more than 400 m2 was equipped with
a system of professional illumination of the fragments. The equipment was
developed with regards to the size of the paintings to provide conditions for
comfortable work with them. Restoration extendable tables allowed working
on several paintings simultaneously; use of pneumatic equipment enabled
them to carefully clean and fix the fragments of the paintings (Appendix 20).

The general sequence of operations included the following stages:

= measuring physical dimensions of the works and photo fixation;

= visual inspection and analysis of state of the works;

= inspection in oblique light, ultraviolet and infrared spectrum;

= research using digital microscopy;

= macro-photo-recording of fragments requiring additional research;

= chemical analysis of the samples of media, primings, and paint layer;

= defining restoration methods for a particular painting;

= cleaning and disinfection;

= elimination of deformations;

= reversible restoration of the fragments that were destructed;

= strengthening the works by special solution and twinning edges;

= placing the works on stretchers;

= applying protective agents;

= conservation of the works.
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Generally, preparation, research, and restoration works lasted for
approximately 3 years. A team of restorers under the guidance of restorers
of higher category of National Scientific Research Restoration Center of
Ukraine were working on paintings and graphics by Valeriy Geghamyan.
In development of methods and stages of restoring activities, the practices
of scientists of restoration workshops of Tretyakov Gallery were also used.
Successful approbation of the developed methodologies allows their further
use for preserving heritage of other painters.

Beside the teams of art critics and restorers, a group of professional
carpenters was involved in the project. They were in charge of providing
a significant number of large-sized stretchers, firm enough to stably fix
and safely transport the works, but at the same time light and flexible
for the paintings not to become deformed in fluctuations of humidity and
temperature. The design of these stretchers was developed by an experimental
method according to the drawings under supervision of the restorers. To
achieve this aim, the carpenters used about 30 m3 of high-quality wood.
At the final stage of conservation, the majority of the pictures were
placed into moldings, which were also specially designed for the heritage
of Valeriy Geghamyan. To prevent harmful effects of the environment,
graphic works were put under glass, ensuring adherence to all museum
requirements (Appendix 21).

During the restoration works only reversible methods were used
to restore the original look of the paintings. And, the most important, no
interference in the author’s initial idea occurred. If loss of fragment was
for some reasons irreversible, the restorers didn’t attempt to recreate
it due to their own “opinion”, “feeling”, or “vision”. The restoration
team was working according to provisions of the Venice Charter (1964),
which states “it [restoration] must stop at the point where conjecture
begins” [29].

Most of the results of the preparatory studies were also used in the
attribution of works by Valeriy Geghamyan. Additionally, nowadays they
are of paramount importance for authenticity expertise of artistic objects
ascribed to the painter.



3.2.  The problematics of attribution and expertise of master’s artwork.

Attribution is the initial and difficult stage of any research with the work
of art. Often the work was initially (unintentionally or intentionally) erroneously
attributed, but with modern technical analysis capabilities, reattribution is a
common phenomenon. The process of repatriation of objects of art is
continuously going on all over the world: from private collections to world-
class museums, and more often to the direction of reducing the value of the
object of study. Another question is that almost always the owner of a work
of art is not interested in its re-attribution, since there is a high risk of
reducing its intangible value and, definitely, the market value.

Traditionally, in order to attribute objects of art or collectibles, it is
necessary to carry out a set of expert measures. Examination is conducted
simultaneously in three directions: technical and technological research of the
object, historical and stylistic research, and provenance research, that is, the
history of the object’s existence. Of course, all stages of research are conducted
exclusively by scientific methods. In other words, when formulating
conclusions, all information that served as arguments should be factually
confirmed. The results of technical and technological research should be
objectively documented, and should be carried out in such a way that it is
possible, if necessary, to repeat them.

The study of Valeriy Geghamyan’s family collection of works was not
an exception. The study was carried out in three vectors: work with primary
sources (search, decoding, analysis of documents), work with materials and
techniques of master’s works, stylistic and comparative art history analysis of
his heritage.

Attribution of works of art by Valeriy Geghamyan from the
family collection had its difficulties. First of all, this lack of documented
information about the artist, on which you could rely unconditionally.
Valeriy Geghamyan’s name, his life and work were not only understudied, but
fanned by so many myths and legends that at the initial stage of
information gathering, the research team took an erroneous direction several
times, taking unconfirmed information from reputable sources as true. For
example, about his involvement in Odessa non-conformism [21,27, 37].
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The doubtless fact was that the collection under study is Valeriy
Geghamyan’s artwork. Nevertheless, taking into account the number of
works, as well as the fact that the artist did not put autographs, he taught
artistic disciplines all his life and his son was also an artist, the research team
carefully analyzed each painting and each drawing. They couldn’t exclude
the possibility that the collection contains the work of friends, pupils or a son,
performed in the manner of a master. Indeed, after conducting a comparative
stylistic analysis, it turned out that among the works by Valeriy Geghamyan
there were several works painted by somebody else, although the materials
science expertise confirmed the identity with authentic author works. They
turned out to be two drawings of a human figure on cardboard (most likely
these are students’ works) and one pictorial tempera work “Geghamyan”
stylized (there is a likelyhood that it was created by the artist’s son, but itis a
rare occurrence because Alik Geghamyan is distinguished by individuality).

The main task of the technical, technological and material research of
paintings to prove indisputable authorship was the development of a restoration
plan based on them. And only in the second place — the formation of the
reference base of materials used by the artist, as well as the database of trace
data. All material information carriers (samples of the supports, couches, paint
layer; photo documents of macro research) were preserved and systematized
chronologically and technologically (Appendix 22). Thus, an exhaustive catalog
has been formed, which can be accessed in the future for comparative analysis.

The paper work with the artist’s personal archive allowed to confirm
or deny the names of works used in the environment of art historians. For
example, the names of large symbolic paintings of “Bloody Wedding” and
“Apocalypse”, appearing in the literature, were called by the artist much softer,
and at the same time more succinctly — “Loveless Wedding” and “Khachkar”.
The ballet cycle paintings, which received their names in the 2000s by the way
of associative writing, were also given back the author’s names.

The artist’s learning and teaching notes revealed his teaching method
for the first time, and communication with students allowed practically
reconstructing this method (Appendix 23). Due to the large number of graphic
studios (charcoal, pencil, mixed), one can clearly trace the patterns of formation



and compositional arrangements of Valeriy Geghamyan, and on the basis of
these data make intermediate conclusions about the authorship.

One of the most valuable primary sources is the artist’s diary, previously
not studied by anybody from the professionals and not even read (kept by the
autor in Armenian). It contains a small amount of biographical information,
which set the direction for further search in the official archives, as well as an
array of data on the formation of the artistic language of Valeriy Geghamyan
(Appendix 24).

Appeals to the State Archives of Armenia are an important stage of
research work. That’s where reliable facts concerning the origin and family
of the master were obtained (Appendix 25). These data made it possible to
identify many of the “features” of WValeriy Geghamyan’s personality
and behavior, and in combination with personal notes made it possible to
draw his psychological portrait.

Interviews with relatives, students, neighbors in Odessa, Yerevan,
and Garni gave even more factual information about the artist’s biography,
history and circumstances of the creation of many works. For example, in the
magnificent oil portraits of “Old Man lke” and “Elderly Armenian Woman”
(ill., cat. number 55/p. 163, cat. number 52/p. 162), the inhabitants of Garni
recognized specific people — Ter-Meliksetyan’s nearest neighbors. They still
remember the old man Ike because of his powerful physique, and Ustiyanna,
which is the name of the woman depicted by Geghamyan against the background
of the khachkar, because of her life tragedy: she lost her husband and all sons
in World War II. Moreover, there were witnesses to the circumstances of the
creation of these works, thus, it was possible to narrow down the chronology
to the maximum.

By the way, in the homeland of the master evidence was received that
the artist repeatedly came to Armenia and worked there from nature. Actually,
he engaged himself only in painting and nothing else in Garni. Expeditions
in the vicinity of this village, which is breathing in its history, allowed us to
confidently attribute a large number of landscapes (ill., cat. number 96/p. 187,
cat. number 281/p. 187, cat. number 313/p. 185, cat. number 383/p. 186, cat.
number 384/p. 186, cat. number 402/p. 186).
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A consistent comparative analysis of the artist’s heritage made it
possible to finally systematize his works for the first time genrely, thematical-
ly, and technologically. Initially, two groups were allocated according to the
technology of image creation: graphic and pictorial. Further differentiation
led to the formation of separate work cycles. Valeriy Geghamyan was noted
for his remarkable work ability and perfectionism, he repeatedly worked
through images and compositions. In this regard, the primary conditional
division according to the principle of technology had undergone changes in
the direction of narrative classification. For example, the big “Ballet” cycle
contains both pencil drawings and oil/tempera painting on cardboard/canvas.
Similarly, “Mockery”, “Rebellion” and other cycles include works made by
different materials in different techniques.

Several working catalogs were printed for a more rational use of
temporary resources in the long process of systematization. With each new
round of research, the catalog had to be reprinted, making new and submitting
corrections to erroneous information (Appendix 26).

In general, based on the research results, almost all works from
the family collection have been attributed. As a result of the carried out
expertise, it was possible to develop and test a specific methodology, which
can later be successfully used for the attribution and examination of works
not from the family collection. So, dealers, as well as representatives of the
well-known Ukrainian auction house, have already contacted the author of
the manuscript for the expert conclusion concerning the work of Valeriy
Geghamyan. In one of the cases, the work was not authentic, and this is not
the first recorded precedent. Sometimes works, resembling works by Valeriy
Geghamyan, appear in free circulation, which is more, with identification in
the form of various signatures, despite the fact that the artist never signed
his works.

Due to the actively growing market interest in the heritage of Valeriy
Geghamyan, the works which do not belong to family collection and have
no documented provenance require professional multi-level research and
comparison with the reference base of the artist’s works. To protect the
authentic (corresponding to the standards of copyright materials and artistic



and stylistic decisions, as well as having a legally documented provenance)
paintings by Valeriy Geghamyan, a special identification system was developed
and implemented.

3.3. Valeriy Geghamyan Foundation — the implementation of the
continuity of the artist’s ideas.

After Valeriy Geghamyan’s death and the first posthumous exhibition,
the artist’s legacy was in an ambivalent state. On the one hand, it was partially
promulgated [5, 6], the first studies began to appear [2], interest in the master’s
work arose among collectors [8, 19, 20], and therefore among dealers [7,
31]. On the other hand, the artist’s paintings were desperately in need for
conservation, but they were still kept in conditions deplorable for works of
art. In addition, anyone, even the people involved in the primary research of
paintings, were completely unaware about the extent of the master’s heritage.
A situation arose in which the “Valeriy Geghamyan” phenomenon finally
appeared in public, but rather as a spontaneous myth.

The period from 2000 to 2015, when Alik Geghamyan was engaged
with the works of the maestro, is still awaiting of research. At the moment,
work with the artist’s son’s records is taking place, a comparative analysis of
the notes of Valeriy Arutyunovich himself is being carried out — in order to
determine the further fate of some paintings. The last few years of his life,
Alik Geghamyan was in difficult life circumstances because of his illness, and
the opportunity to take advantage of this became very attractive for several
fraudulent participants of the art market.

Since 2015, a new stage in the study of Valeriy Geghamyan’s creative
heritage has begun. The scale of the personality, the volume of the cultural
stratum created by him, the quality of the works required an integrated
approach. Artist’s grandson — Maximilian Geghamyan — initiated the creation
of Valeriy Geghamyan Foundation, a public organization that would deal with
absolutely all issues related to the artistic and pedagogical activities of his
great grandfather. Nowadays, representatives of the Foundation are conducting
active research, restoration, expert, educational and promotional work.
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In particular, Valeriy Geghamyan’s official website — https://valeriy-
geghamyan.com was created as part of educational and popularization
activities. It is intended to be a platform on which reliable information about
the artist and the analysis of his work will be placed. Valeriy Geghamyan
Prize is also established as an annual encouragement of representatives of
the visual art, who with their life and work demonstrate disinterested and
selfless service to art (Appendix 27). The first winner of the Prize was Svetlana
Nechay-Soroka. In 2018, Valeriy Geghamyan Prize was transformed into an
international award in the framework of the International Competition “The
Best Artist” [4]. In 2018, the Prize was awarded to Anton Kovac and solemnly
presented to the artist by the President of Valeriy Geghamyan Foundation,
Maximilian Geghamyan (Appendix 28).

Over twenty years of work at the Graphic Arts Faculty of Odessa
Pedagogical Institute the master trained many famous students. Among
them are Valentin Zakharchenko, Yevgeny Rakhmanin, Vasily Ryabchenko,
Alexander Roitburd, Victor Volkov, Sergey Lykov, Oleg Nedoshitko, Ivan
Dimov, Leonid Voitsehov, Vitaly Onishchenko, Oksana and Anatoly Furlet,
Yuri Gorbachev, Victor Pokidanets, Grigory Sultan and many other successful
painters. Some of his former students, among which are Valentin Zakharchenko
and the Furlets couple, are also engaged in teaching activities, using the
methodological developments of their teacher.

The manner and ideological principles of Valeriy Geghamyan continue
to live in the creative biographies of the artist’s students, what means the
continuity of inheritance. In this case, the process has even a wider scope
than just the individual continuity of the artistic tradition: for example, A.
Roitburd, who now became the director of the Odessa Art Museum, was able
to formally influence the country’s cultural policy, which means the formation
of a significant part of Ukrainian art field.

That is why the founders consider support and education of a new
generation of high-quality Ukrainian artists to be one of the main functions
of the Foundation. Identification, encouragement, any type of support for
talented children and adolescents in special education is a priority for the
Foundation. Continuity should not be lost. The school of Valeriy Geghamyan
will not disappear even when the founder walks to the end of time.



CONCLUSION

A bright creative person leaves his legend in the world after passing
away. Who was he, how did he live, what and why did he create? If the artist
did not articulate the answers to such questions during his life, but simply
worked brilliantly, like Valeriy Geghamyan, for example, then after death,
free myth-making usually begins around his name.

That is why one of the main tasks of this work was to transfer the
personality and artistic legacy of Valerity Geghamyan from the field of epics
to the field of art criticism.

The research methodology was developed experimentally in the process
of familiarization with the source materials. The work was carried out
simultaneously in several vectors: information, materials science, analytical
and the applied ones.

During the research, the information field connected to the artist’s name
was carefully studied. All factual information has been consistently verified
and either documented or refuted. The existing scanty analytics of Valeriy
Geghamyan’s creativity was taken into account and compared with the artist’s
own documentary statements about the creative process. The previously
unpublished personal diary of the artist became the original source, on which
the author relies in his conclusions. Now this important document has been
introduced into scientific circulation and is open for study by everyone
interested — a reprint with a translation into Russian (2018) has been published
and work is underway to publish Ukrainian and English versions.

The important part of the research was the study of the achieve documents
and testimonies of the witnesses. The revealed data allowed restoring the
stages of the life biography of Valeriy Geghamyan, although it should be
acknowledged that some moments remain unexplained and require additional
research. In particular, we are talking about the Moscow, Birobidzhan and
Makhachkala periods. Additional data may be stored in the archives of these
cities, and further research activities of Valeriy Geghamyan Foundation will
be held in these archives.

With a view to a large array of inaccurate information about the artist,
which comes even from authoritative sources, the author made several mistakes
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in the research process. For example, in some earlier publications information
about the master’s father was given (as if he was a comedian in Yerevan)
[17, 44], about Valeriy Geghamyan’s belonging to Odessa nonconformist
environment [13, 14, 15], about Martiros Saryan being the only teacher of the
artist [13, 14], even the information that he bequeathed his entire legacy to
Armenia [13]. All these data have been consistently refuted.

An important moment in the creative biography of any artist is the
influence of the great predecessors on his artistic language. The comparative
analysis of the diary and the surviving students’ and later works based on the
artwork of famous artists gave grounds to make conclusions about Valeriy
Geghamyan’s individual manner formation sources, and a list was compiled of
the world’s most respected artists whose influence on his work is undeniable.
Among them, the most notable are Paul Gauguin, Mikhail Vrubel, Valentin
Serov, Martiros Saryan. The artist experienced lasting interest and delight from
the ancient art of Egypt and Asia, the Armenian Middle Ages and Hellenism.
The artistic discoveries of these eras found their reflection in many works by
Valeriy Geghamyan.

Teaching was the main income-generating activity of Valeriy Geghamyan.
Alot of teaching materials are kept in the personal archive of the artist. Primary
systematization of these materials was carried out, and the main provisions of
the methods of teaching artistic disciplines, which were created by the master,
were formulated. Further studies of his teaching methods should be carried
out by educational specialists using appropriate tools.

In parallel with the search and analysis of information about the artist, work
was under way to study directly Valeriy Geghamyan’s material heritage. Works
from the family collection and some private collections were systematized and
deeply studied. Materials science (samples of the media, couches, graphics and
painting tools) and trasological (traces of tools and manufacturing technology)
tests gave a large amount of new data that formed the basis of the reference base,
which you can confidently rely on when conducting further expert measures
regarding the works attributed to Valeriy Geghamyan.

The meticulous restoration work, which was carried out in the period
from 2015 to 2018, allowed not only stabilizing the state of graphic and



pictorial works of Valeriy Geghamyan, but also developing a technique for
the restoration of large-format paintings made on cardboard and paper. For the
first time in the country, a comprehensive restoration of such large works on
cardboard and paper bases was carried out. This experience may be useful for
restoring the state of paintings by other artists.

Special emphasis was placed on practical problems that arise among
collectors, dealers and other participants in the market of works of art due to
insufficient or deliberate distortion of data about the artist and his work. For
example, the authenticity of “author’s” signatures and signs on works in free
circulation has been refuted. This does not disprove the authenticity of the
works themselves (an examination is necessary for the relevant conclusions),
but raises doubts about the good faith of the transactions. When in such a

specific market as the market of works of art, sellers or intermediaries do not

fear reputational losses, this, first of all, speaks of their lack of professionalism.

In connection with the urgent need to protect the authentic works by Valeriy
Geghamyan, an identification system was developed and implemented.

At present Valeriy Geghamyan’s heritage consists of a family collection
(the largest number of paintings), as well as works in museums and private
collections. The descendants of the artist initiated the creation of Valeriy
Geghamyan Foundation — a public institution that promotes the master’s
creative work, research activities and, in memory of the artist-teacher, the
support of a new generation of artists.

As aresult of three years of work on studying the artistic and intellectual
heritage of Valeriy Geghamyan, we managed to dispel multiple fantasies about
him and try to show who this man really was and what he did for the art.
Valeriy Geghamyan is a mysterious and ambiguous image in contemporary
art. It is naive to believe that this study has become exhaustive and covers all
aspects of his life and creative biography. There is still a lot of routine work
to clarify individual facts, and, most importantly, what modern art studies
need is a profound art criticism analytics.

Kiev — Odessa — Yerevan
2019
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Portraits (early)
[lopTpeTn (paHHi)



Verusnna, [kar. Ne52]

1960-Ti pp., 0I0THO, Omif, 2230x1520 MM.
«Ustyiannav, [cat. Ne52]

1960s, oil on canvas, 2230x1520 mm.

HOBI‘O)KI/ITIIB [KaT N°53

nod. 1960-x pp., HONOTHO, o1id, 2205x1355 MM.
«Long-Liver», [cat. Ne53]

early 1960s, oil on canvas, 2205x1355 mm.

MycynbMannH, [kat. Ne142]

1963 p., monorHo, onis, 2210x1380 mm.
142 «Muslim», [cat. Ne142]

1963, oil on canvas, 2210x1380 mm.

Kocap, [kat. Ne46]
1960-Ti pp., mONMOTHO, O51id, 2625x1690 MM.
«Scythemany, [cat. Ne46]

1960s, oil on canvas, 2625x1690 mm.
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Crapuit AJiK, [kat. Ne55]

1960-Ti pp., on0THO, Omif, 1356x1048 MMm.
«0Old Man Ike», [cat. Ne55]

1960s, oil on canva

IMopTpert apy>kuHu B 61aKNTHOMY, [Kat. Ne50]

cep. 1960-x pp., HONOTHO, o1if, 2414x1245 MM.
5 O «Portrait of Wife in Blue», [cat. Ne50]

the middle of 1960s, 0il on canvas, 2414x1245 mm.
. ey ") _"Q_E" s o

CeKTaHTKa, [KaT. Ne51

1960-Ti pp., HONMOTHO, O51id, 2129x1520 MMm.
«Sectarian», [cat. Ne51]

1960s, oil on canvas, 2129x1520 mm.

[Toprper KonekiioHepa, [Kat. Ne54]
1960-Tti pp., mONMOTHO, o51is, 2098x1496 MM.
«Portrait of a Collector», [cat. Ne54]

1960s, oil on canvas, 2098x1496 mm.




[Moprpet gpy>xmHu B Kpicri, [kaT. Ne182]
1960-Ti pp., I010THO, Omis, 2070x1455 MMm.

1 8 2 «Portrait of Wife in an Armchair», [cat. Ne182]

1960s, oil on canvas, 2070x1455 mm.
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Female images
KiHoui obpa3sn



brakutHOOKa, [Kat. Nel

1970-T1i pp., mamip, omis, 2540x1655 MM.
]. «Blue-Eyed», [cat. Nel] 6
1970s, oil on paper, 2540x1655 mm.

TaHuiBHMHHHa BifITIOYMHKY, [KaT. Ne130]
1 3 1970-1i pp., mamip, onis, 1395x705 mm.
«Dancer. Rest», [cat. Ne130] 3 9
1970s, oil on paper, 1395x705 mm.
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* TaHuisHMUIA, [Kat. Ne6]

1970-Ti pp., mamip, omid, 2555x1585 Mm.
«Dancer», [cat. Ne6]

1970s, oil on paper, 2555x1585 mm.

B
4 “'1‘ A +
ITormapm, [kat. Ne399]

1970-Ti pp., mamip, ois, 835x190 Mm.
«The Look», [cat. Ne399]

1970s, oil on paper, 835x190 mm.



T

Oroena 3 riekoM I, [kat. Ne7|

1970-Ti pp., mamip, omid, 2525x1540 Mm.
«Naked with a Jug I», [cat. Ne7]

1970s, oil on paper, 2525x1540 mm.

&
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Ballet
baneTt



banepuHa B TeMHOMY, [KT. Ne315] EanepMHa B CBITIIOMY, [KaT 'N°30]

1970-T1i pp., MONOTHO, o1id, 3190x2410 MMm. mo4. 1970-x pp., MONOTHO, orid, 2950x1760 MMm.
3 1 5 «Ballerina in Dark Clothes», [cat. Ne315] 3 O «Ballerina in Light Clothes», [cat. Ne30]
1970s, oil on canvas, 3190x2410 mm. early 1970s, oil on canvas, 2950x1760 mm

Baiw:’; [Ka Ne33]

Ororena Ha TeMHOMY (oHi, [KaT. Ne29]

no4. 1970-x pp., MONOTHO, omid, 2505x2150 MM. no4. 1970-x pp., manip, Ka3eiHOBO-0/IiJiHa TemIiepa, 2570x3190 Mm.
2 9 «Naked against a Dark Background», [cat. Ne29] 3 3 «Ballet», [cat. Ne33]
early 1970s, oil on canvas, 2505x2150 mm. early 19705 paper, casein oil tempera, 2570x3190 mm.
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Oronena 6anepuHa, [Kar. N<-’21] BrakutHOOKa 6anepuHa, [KaT. Ne27]

1970-Ti pp., mamip, onis, 2305x1665 MM. no4. 1970-x pp., mamip, onis, 2285x1645 mm.
2 1 «Naked Ballerina», [cat. Ne21] 2 7 «Blue-Eyed Ballerina», [cat. Ne27]
1970s, oil on paper, 2305x1665 mm. early 1970s, oil on paper, 2285x1645 mm.

e 3

-

AR

\ “J . ,3, ; :‘-” .
\‘ rl I1- | .'l

BanepﬁHa 3 JBOMA Ba3aMIi, [Ka.T. Nel3]

1970-Ti pp., mamip, ornid, 2550x1665 MMm. 1970-Ti pp., mamip, orid, Temnepa, 2545x1650 mm.
1 1 «Ballerina in White Clothes», [cat. Ne11] 1 3 «Ballerina with Two Vases», [cat. Ne13]

1970s, oil on paper, 2550x1665 mm. 1970s, oil on paper, tempera, 2545x1650 mm.

BanepuHa B 6ioMmy, [KaT. Ne11]
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A-11s 3roHT, [KaT. Ne4]

1973 p., mamip, onis, 2545x1495 MM.
«A La Seconde», [cat. Ne4]

1973, oil on paper, 2545x1495 mm.

TaHOK, [KaT. Ne97]

1970-Ti pp., mamip, ornis, 426x628 mMmm.
«Dance», [cat. Ne97]

1970s, oil on paper, 426x628 mm.

85

banepnHa 3 BUCOKMM KOMipoM, [Kat. Ne85]
1970-Ti pp., namip, osnis, 840x620 Mm.
«Ballerina with a High Collar», [cat. Ne85]
1970s, oil on paper, 840x620 mm.



Creation
CTBOpEHHSA



131

133

174

CTBopeHH II, [xar. 9133]

Aro, [kaT. Ne131]

Kar. Ne125]
no4. 1970-x pp., mamip, onid, 1664x604 mm. 1970-Ti pp., mamip, onis, 844x613 MM.
«Jago», [cat. Ne131] 1 2 5

«Warlock», [cat. Ne125]
early 1970s, oil on paper, 1664x604 mm. 1970s, oil on paper, 844x613 mm.

Yaxknys, [

1970-Ti pp., marip, onid, 615-2655 mMm.
«Creation II», [cat. Ne133]
1970s, oil on paper, 615x2655 mm.



. ) ol IR AT
Bimgyn I, [kaT. Ne88] Bimyn II, [kat. Ne62]
1970-Ti pp., namip, omnis, 805x1155 mm. 1970-Ti pp., namip, onis, 837x598 mm.
8 8 «Diviner I», [cat. Ne88] 62 «Diviner II», [cat. Ne62]
1970s, oil on paper, 805x1155 mm. 1970s, oil on paper, 837x598 mm.
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Heads (painting)
[onoBu (xMBonuc)



[onmoBa B nanci, [kar. Ne121

1970-Ti pp., marmip, onis, 840x600 Mm.
1 2 1 «Head in Papakha», [cat. Ne121]

1970s, oil on paper, 840x600 mm.

Tonosa B 6inint mos’a3ui II, [kat. Ne330]

1970-Ti pp., mamip, onis, 1190x830 mm.
33() «Head ina White Band Ii, [cat. Ne330]

1970s, oil on paper, 1190x830 mm.

b .
Tonosa B 6imiit mos’s3ui II1, [kar. Ne332]
3 3 2 1970-Ti pp., mamip, ormid, 1185x820 mm. 1 1 9 1970-Ti pp., mamip, onis, 862x617 MM.

TonoBa B 6i1iit TOB’s1311i Ha YepBOHOMY (oHi, [Kat. Ne119]

«Head in a White Band III», [cat. Ne332]

«Head in a White Band against a Red Background», [cat. Ne119]
1970s, oil on paper, 1185x820 mm.

1970s, oil on paper, 862x617 mm.
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[Tonym’s, [kaT. Ne109] Tornosa OHOOKOI‘O, [kat. Nel117]

«Flame», [cat. Ne109)] 117/ «Head of One-Eyeds, [cat. Ne117]
1970s, oil on paper, 863x618 mm. 1970s, oil on paper, 840x626 mm.

1 O 1970-Ti pp., narmip, onis, 863x618 mm. 1970-Ti pp., mamip, onis, 840x626 Mm.

Tonosa pygoro, [Kat. Ne116] Tonosa cuBoro, [kar. Ne68]

1970-T1i pp., mamip, omis, 840x620 MM. 1970-Ti pp., namnip, omnis, 830x613 Mm.
1 1 «Head of Red-Haired Man», [cat. Ne116] 68 «Head of Grey-Haired Man», [cat. Ne68]

1970s, oil on paper, 840x620 mm. 1970s, oil on paper, 830x613 mm.




0\

Tonosa 3 pI/IKpI/ITI/IMI/I ourMa, [KaT. Ne118]
1 1 1970-Ti pp., marmip, onis, 840x620 Mmm.

Tonosa Ha cipomy doHi, [Kar. N] .
1970-Ti pp., namip, onis, 840x619 mm.
«Head with Eyes Closed», [cat. Ne118] 6 5

«Head against a Grey Background», [cat. Ne65]
1970s, oil on paper, 840x619 mm.
BN/ F :

i\ I I
i

1970s, oil on paper, 840x620 mm.
% 4

T I

. TS | it it _—
TomoBa 3 pynoto 60pogoro, [kat. Ne334] Tonosa B wanmi it cepexxkax II, [kaT. Ne336]
1970-1i pp., namip, onis, 1230x850 mm. 1970-Ti pp., namip, osnis, 1105x825 mm.
3 34 «Red-Bearded Head», [cat. Ne334] 3 3 «Head in Turban with Earrings II», [cat. Ne336]
1970s, oil on paper, 1230x850 mm. 1970s, oil on paper, 1105x825 mm
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Tonosa 6opopans, [kaT. Nel 0] Tonoaa 3i mpamom, [kat. Ne335]

1970-Ti pp., mamip, osnis, 840x617 mm. 1970-Ti pp., mamip, onis, 1165x830 mm.
1 1 «Head of a Bearded Many, [cat. Ne110] 3 3 «Scarred Head», [cat. Ne335]

1970s, oil on paper, 840x617 mm. 1970s, oil on paper, 1165x830 mm.

e i

TormoBa 3 YKOBTUM 407I0M, [KaT. Ne122]
1970-Ti pp., namip, onis, 765x644 MMm.

1 2 «Head with a Yellow Forehead», [cat. Ne122]
1970s, oil on paper, 765x644 mm.

Cratys, [kaT. Ne120]

1970-Ti pp., nmamip, omnis, 840x420 Mm.
1 O «Statue», [cat. Ne120]

1970s, oil on paper, 840x420 mm.







Landscapes
[ensaxi



57

28

184

Kpuwm, ociubp, [kat. Ne57]
1973-74 pp., narmip, onid, 1660x1231 Mm.
«Crimea, Autumny, [cat. Ne57]

1973-74, oil on paper, 1660x1231 mm.

Kpum, fonmmna I, [kat. Ne28]

cep. 1970-x pp., HONOTHO, o1id, 1285x1700 MM.
«Crimea, Valley I», [cat. Ne28]

the middle of 1970s, oil on canvas, 1285x1700 mm.

56

179

Kpumcpkuit neiisaxx 3 kumapucamu, [kat. Ne56]
1973-74 pp., nanip, onis, 1231x1660 mm.
«Crimean Landscape with Cypresses», [cat. Ne56]
1973-74, oil on paper, 1231x1660 mm.

Kpum, niennyne mnose, [kat. Ne179]
1974-75 pp., namip, onis, 1215x1645 MM.
«Crimea, Wheat Field», [cat. Ne179]
1974-75, oil on paper, 1215x1645 mm.




Terapp L, [kat. Ne313]
3 l 1970-Ti pp., mamip, onid, 2255x2435 MM.

«Geghard I», [cat. Ne313] 1 1

1970s, oil on paper, 2255x2435 mm.

Iensax 3 capuboro, [KaT. Ne71]
1973-74 pp., namip, onis, 619x822 mm.

7 1 «Landscape with Homestead», [cat. Ne71] 6 ]_
1973-74, oil on paper, 619x822 mm.

Cobop III, [kaT. Ne113]

1970-Ti pp., mamnip, onig, 837x620 Mm.
«Cathedral III», [cat. Ne113]

1970s, oil on paper, 837x620 mm.

61 Kpuwm, gonnna II, [kaT. Ne61]
1973-74 pp., namip, onid, 627x840 MMm.
«Crimea, Valley II», [cat. Ne61]
1973-74, oil on paper, 627x840 mm.
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Terapp I, [kaT. Ne383] Kpumcpkuit neitsax 3 kumapucamu, [kat. Ne56]
1970-Ti pp., mamip, onis, 208x298 mm. 1973-74 pp., nanip, onis, 1231x1660 mm.

3 8 «Geghard II», [cat. Ne383] 40 «Crimean Landscape with Cypresses», [cat. Ne56]
1970s, oil on paper, 208x298 mm. 1973-74, oil on paper, 1231x1660 mm.

. £ L.
[Tarop6 >xoBTmii, [KaT. Ne382]

Terapp 111, [kaT. Ne384]

1970-Ti pp., mamip, onid, 207x291 MM. 1970-Ti pp., manip, omid, 209x297 Mm.
3 82 «Yellow Hill», [cat. Ne382] 3 84 «Geghard III», [cat. Ne384]
1970s, oil on paper, 207x291 mm. 1970s, oil on paper, 209x297 mm.
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Opeca, CepengO(boc:ba 111, [kat. Ne340] YepBoHi ckeri, [kaT. Ne403]

1972-76 pp., namip, onis, 1220x1670 mm. 1970-Ti pp., mamip, onis, 210x290 Mm.
3 4 «Odessa, Srednefontanskaya Street III», [cat. Ne340] 40 3 «Red Cliff», [cat. Ne403]

1972-76, oil on paper, 1220x1670 mm. 1970s, oil on paper, 210x290 mm.

p— -

Bipmencobkuit co6op, [Kar. Ne96] Topu Tapwi, [kat. Ne281]

1960-Ti pp., IOIOTHO, Omif, 8§25x505 MM. 1960-Ti pp., KapTOH, omid, 200x320 MM.
9 6 «Armenian Cathedral», [cat. Ne96] 2 8 1 «Mountains of Garni», [cat. Ne281]
1960s, oil on canvas, 825x505 mm. 1960s, oil on cardboard, 200x320 mm.
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Still lifes
HaTropMopTH



Harropmoprt 3 kBiTamu, [KaT. Ne169]

1970-Ti pp., mamip, onis, 295x210 mm.
169 still Life with Flowers», [cat. Ne169]

1970s, oil on paper, 295x210 mm.

Harropmopt 3 fBOMa moxKamuy, [KaT. Ne161

1970-Ti pp., mamip, osnis, 295x210 Mmm.
1 6 1 «Still Life with Two Spoons», [cat. Ne161]

1970s, oil on paper, 295x210 mm.

T
Bipcokmit xii6, [kat. Ne159]
1970-Ti pp., mamip, onis, 210x295 mMm.
5 «Armenian Bread», [cat. Ne159]
1970s, oil on paper, 210x295 mm.

“_Ha-mdppT 3 6171010 TOXKKOIO, [Kat. Ne153]
1970-Ti pp., namip, osnis, 210x295 mm.
1573 stil Life with a White Spoons, [cat. Ne153]

1970s, oil on paper, 210x295 mm.
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Haropmopr 3 épBOHI/IMM HIKapreTKaMy, [KaT. Ne162]

HatiopMopT 3i mKaprerkamu, [kat. Ne143]

1970-Ti pp., mamip, osnis, 295x210 Mmm. 1970-Ti pp., mamip, onis, 295x210 mMm.
1 4 «Cardboard with Socks», [cat. Ne143] 1 6

1970s, oil on paper, 295x210 mm.

«Still Life with Red Socks», [cat. Ne162]
1970s, oil on paper, 295x210 mm.

Harropmopr 3 Killkoro, [Kat. Ne22] HariopMopT 3 MiZHUM Ta30M, [KaT. Ne341]
1970-Ti pp., mamip, onis, 1740x2485 mMm. 1970-Ti pp., nmamnip, omnis, 1185x1600 MMm.

22 «Stil Life with a Cat», [cat. Ne22] 3 4 1 «Still Life with a Copper Bowl», [cat. Ne341]
1970s, oil on paper, 1740x2485 mm. 1970s, oil on paper, 1185x1600 mm.
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HaTiopMOpT 3 BipMEHCHKUM TeKCTHIEM, [KaT. Ne165]
1970-Ti pp., mamip, onis, 295x210 mm.

1 6 5 «Still Life with Armenian Textile», [cat. Ne165]
1970s, oil on paper, 295x210 mm.
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Based on other motifs
3a MOTUBaMu



e -

Kat. Ne60]

M. py6én <IlpiBHa-e6inI$>> L M. BpyGer,

[ [kat. Ne135]
1960-Ti pp., moNOTHO, Onis, 841x643 MM. 1970-Ti pp., namip, osnis, 1845x610 mmM.
60 «M. Vrubel. ‘The Swan Princess’ I», [cat. Ne60] 1 3 5 «M. Vrubel», [cat. Ne135]
1960s, oil on canvas, 841x643 mm. 1970s, oil on paper, 1845x610 mm.

‘ % N
g ! Y N
| R b

M. Bpy6enb «JleMoH, 0 cAUTD», [KaT. Ne180] M. Bpyb6ensb «[Iemon 3Bepraytuit» II, [kat. Ne41]
1970-Ti pp., mamip, omid, 1425x2265 Mmm. 1970-Ti pp., mamip, omid, 1235x3305 Mm.

1 80 «M. Vrubel. “The Demon Seated», [cat. Ne180] 4 1 «M. Vrubel. “The Demon Downcast’ II», [cat. Ne41]
1970s, oil on paper, 1425x2265 mm. 1970s, oil on paper, 1235x3305 mm.
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Harropmopr 3i mkaprnerkamu, [kaT. Ne143] ﬁaTmpMopT 3 YepBOHMMI LIKapIeTKamy, [KaT. Ne162]
1970-Ti pp., mamip, onid, 295x210 Mm. . 1970-Ti pp., mamip, onis, 295x210 mMm.
2 7 «Cardboard with Socks», [cat. Ne143] 2 76 «Still Life with Red Socks», [cat. Ne162]
1970s, oil on paper, 295x210 mm. 1970s, oil on paper, 295x210 mm.

P

M. Cap’san «HaTtiopMopT B CBiT/Iill raMMi», [KaT. No136/1]
KiH. 1960-x pp., namip, ois, 1385x1030 Mm.

]_ 3 6 1 M. Saryan, ‘Still Life in Light Color Range’, [cat. No136/1]
late 1960s, oil on paper, 1385x1030 mm.

. M Bpy6erns «Ilan» I: [KaT N‘—’256] o

1970-Ti pp., manip, Byrinisd, 580x407 mm.
2 56 «M. Vrubel, ‘Pan’ I», [cat. Ne256]

1970s, paper, charcoal, 580x407 mm.
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M. Cap’su «Iloptpet noeta O. LlaTypsina», [Kat. Ne73]
KiH. 1960-x pp., namip, onis, 844x607 Mmm.

«M. Saryan, ‘Portrait of Poet A. Tsaturyan», [cat. Ne73]
late 1960s, oil on paper, 844x607 mm.

K. Bpromnos «IToptper O. Crpyrosiukosa» I, [kat. Ne376]
1950-Ti pp., Harip, ByrijuLd, onisenb, 833x500 M.

3 7 «K. Bryullov, ‘Portrait of Writer A. Strugovshchikov», [cat. Ne376]
1950s, paper, charcoal, pencil, 833x500 mm.

. PR &
K. Bprorios «Iloptpet apxeonora M. JTanui» III, [kat. Ne363]
1950-i pp., martip, Byriuis, oniBelp, 831x595 M.
«K. Bryullov, ‘Portrait of Archaeologist M. Lanci’ ITI», [cat.
1950s, paper, charcoal, pencil, 831x595 mm.

K. Bpromos «Iloprpet apxeonora M. JIanui» I, [kat. Ne218]
1950-Ti pp., mamip, By, 830x595 Mm.

Ne363] 2 1 8 «K. Bryullov, ‘Portrait of Archeologist M. Lanci», T’, [cat. Ne218]
1950s, paper, charcoal, 830x595 mm.



§iid = i
I1. Kopin «IToprper M. Xonmoroposay, [kaT. Ne342] I1. Kopin «IToprpet C. KoHbOHKOBa», [KaT. Ne246]
342 1970-ti pp., namip, onis, 1342x853 mm. 1970-Ti pp., namip, 3minranHa texsika, 840x594 mMm.
«P. Korin, ‘Portrait of M. Kholmogorov», [cat. Ne342] 2 «P. Korin, ‘Portrait of S. Konenkov», [cat. Ne246]

1970s, oil on paper, 1342x853 mm. 1970s, paper, mixed method, 840x594 mm.

B. Cepos «IToprper rpacpuni O. Op/os

I1. Kopin «[Toptpet M. Hecreposan» II, [kar. Ne247]

2 47 1970-ti pp., mamip, Byrimed, 835x620 MM. 1970-1i pp., mamip, oniBerp, 835x595 MM.
«P. Korin, ‘Portrait of Artist M. Nesterov’ II», [cat. Ne247] 2 5 2 «V. Serov, ‘Portrait of Countess O. Orlova», [cat. Ne252]
1970s, paper, charcoal, 835x620 mm. 1970s, paper, pencil, 835x595 mm.
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B. Cepos «Iloptper I. JleBiTanar, [kaT. Ne367]
3 6 1950-Ti pp., mamip, Byrius, onisewb, 593x416 Mm.

B Cepos, M. Bpybenb; mopTrpeTn, [kat. Ne223]

1960-Ti pp., marip, oniBelb, 865x615 MMm.
«V. Serov, ‘Portrait of I. Levitan», [cat. Ne367] 22 «V. Serov, M. Vrubel; Portraits», [cat. Ne223]

1960s, paper, pencil, 865x615 mm.

1950s, paper, charcoal, pencil, 593x416 mm.

N b \ -' g - ER T
B. Cepos «Iloptpet 3. FOcynoBoi», [kat. Ne211] 1. Penin «TomoBa censtHumHay», [Kat. Ne379]
1970-Ti pp., mamip, oniBenp, 855x617 mm.

3 9 1950-Ti pp., mamip, Byrimnsa, 812x575 mm.
2 1 1 «V. Serov, ‘Potrtait of Z. Yusupova», [cat. Ne211] 7 «I. Repin, ‘Head of Peasant», [cat. Ne379]
1970s, paper, pencil, 855x617 mm.

1950s, paper, pencil, 812x575 mm.
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L. Pemin «IToptper aktpucu I1. CrpemetoBoi» I, [kat. Ne220]
1960-Ti pp., narip, 3smilana TexHika, 840x623 M.

2 2 «I. Repin, ‘Portrait of Actress P. Strepetoval», [cat. Ne220]
1960s, paper, mixed method, 840x623 mm.

1950-ti pp., narmip, Byriurd, 820x300 Mm.
3 4 «I. Repin, ‘Portrait of Actress P. Strepetova II», [cat. Ne347]
1950s, paper, charcoal, 820x300 mm.

~

L. Penin «IToprper M. [Iuporosar, [kaT. Ne366]

1950-Ti pp., mamip, onisenb, 814x575 Mm. KiH. 1940-x pp., namip, onisenb, 697x602 MM.
3 6 «I. Repin, ‘Portrait of N. Pirogov», [cat. Ne366] 2 70

PucyHok Ne270, [Kar. Ne270]

«Drawing No.270», [cat. Ne270]

1950s, paper, pencil, 814x575 mm. late 1940s, paper, pencil, 697x602 mm.
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o PucyHok 93 [kar. N93]

374

1950-Ti pp., mamip, Byrimig, 810x570 mm.
«Drawing No.374», [cat. Ne374]
1950s, paper, charcoal, 810x570 mm.

Pucynox Ne378, [kaT. Ne378]

KiH. 1940-x pp., mamip, Byrinns, 750x557 Mmm.

«Drawing No.378», [cat. Ne378]
late 1940s, paper, charcoal, 750x557 mm.

375

Pucynok Ne375, [kaT. Ne375]

1950-Ti pp., mamip, Byriis, onisenp, 813x574 Mm.
«Drawing No.375», [cat. Ne375]

1950s, paper, charcoal, pencil, 813x574 mm.

A. Tonmosin «®@. Iansamin B pori Onogepnar, [kat. Ne255]
1970-Ti pp., mamip, oniBenp, 984x620 Mm.

«A. Golovin, ‘E. Chaliapin as Holofernes», [cat. Ne255]
1970s, paper, pencil, 984x620 mm.




Mikenanmkeno, [kar. Ne198] PricyHok Ne289, [kat. Ne289]
1950-Ti pp., narip, oniBerb, 288x420 MM. 1970-i pp., narip, oniselb, 918x192 Mm.
1 98 Michelangelon, [cat. Ne198] 28

«Drawing No.289», [cat. Ne289]
1950s, paper, pencil, 288x420 mm. 1970s, paper, pencil, 918x192 mm.
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Portraits (painting)
[lopTpeTu (xmBonuc)



Pyn, [a. Ne108
1969-73 pp., mamip, onid, 845x625 MMm. 1970-Ti pp., mamip, osnis, 837x623 mMMm.
1 08 «Red-Headed Lady», [cat. Ne108 ] 1 1

a
e . a2

- H-'opre:r-rIo-nper, [Kar. Ne112]

«Portrait of Girlfriend», [cat. Ne112]

1969-73, oil on paper, 845x625 mm. 1970s, oil on paper, 837x623 mm.

e
=) 1 « i e 1 - il e
JliBurHa 3 4epPBOHOIO KBiTKOIO, [Kat. Ne343] O6pas HeBifomoro, [Kat. Ne66
no4. 1970-x pp., mamip, ormid, 1185x845 mMm. 1970-Ti pp., manip, omid, 840x600 MM.
3 4 «Girl with Red Flower», [cat. Ne343] 66

«Image of Stranger», [cat. Ne66]
early 1970s, oil on paper, 1185x845 mm. 1970s, oil on paper, 840x600 mm.
204 ‘



IiBunHa, [Kat. Ne401]
1970-Ti pp., mamnip, onis, 845x603 MM.

40 1 «Girl», [cat. Ne401]

1970s, oil on paper, 845x603 mm.
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Satirical images of the past
CaTupunyHi obpasn MuUHynoro



Cunst ropa, [kat. Ne43]
1970-Ti pp., mamip, onis, 610x1660 Mm.
43 «Blue Mountain», [cat. Ne43]
1970s, oil on paper, 610x1660 mm.

Ormsaguun I, [Kat. Ne176]

1974 p., namnip, onis, 3185x2400 Mmm.
76 «Bride-Show I», [cat. Ne176]

1974, oil on paper, 3185x2400 mm.
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Pociiicbke cBATO, [KaT. Ne181]

1974 p., mamnip, onis, 3190x2540 mm.
1 8 1 «Russian Holiday», [cat. Ne181]
1974, oil on paper, 3190x2540 mm.

Bosipn 11, [kar. Ne42]

noy. 1970-x pp., mamip, orid, 3165x2405 Mmm.
42 «Boyars II», [cat. Ne42]

early 1970s, oil on paper, 3165x2405 mm.
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JiBKa, [kat. Ne405]
1970-Ti pp., mamip, onis, 828x613 mMm.

405 Maid>, [cat. No405] 147

1970s, oil on paper, 828x613 mm.

IlepkBa Ha cuHBOMY (OHI, [KaT. Ne339]
noy. 1970-x pp., mamip, ormid, 1235x1681 mm.

3 «Church against Blue Background», [cat. Ne339] 9 9
early 1970s, oil on paper, 1235x1681 mm.

210

Bosipu I, [Kat. Ne99)]

ITap, [kaT. Ne147]
1970-Ti pp., mamip, omig, 295x210 MMm.
«Tsar», [cat. Ne147]

1970s, oil on paper, 295x210 mm.

-

no4. 1970-x pp., mamip, ormid, 415x625 MM.
«Boyars I», [cat. Ne99]
early 1970s, oil on paper, 415x625 mm.



86

Mocking, Rebellion
OcMmisiHHA, [ToBCTaHHA

e ny

IToBcranus, OcmisHHs, [KaT. Ne86]
noy4. 1970-x pp., naip, onis, 577x612 MM.
«Mocking, Rebellion», [cat. Ne86]

early 1970s, oil on paper, 577x612 mm.
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Mocking
OcMisiHHSA



304

35

214

Ocmisgnans I, [kat. Ne304]

1970-Ti pp., mamnip, onis, 2457x3207 MM.
«Mocking I», [cat. Ne304]
1970s, oil on paper, 2457x3207 mm.

.

i

Ocmistaus I1, [kaT. Ne35]
1970-Ti pp., mamnip, onis, 2520x3155 MM.
«Mocking II», [cat. Ne35]

1970s, oil on paper, 2520x3155 mm.



124

Adpuxanens, [kar. Ne124]
no4. 1970-x pp., nanip, onis, 1175x845 mMm.
«African», [cat. Ne124]

early 1970s, oil on paper, 1175x845 mm.

OcwmistHEA TPOpOKa, [Kat. Ne§2]
nod. 1970-x pp., nanip, onis, 601x833 mm.
«Mocking of Prophet», [cat. Ne82]

early 1970s, oil on paper, 601x833 mm.

OrosieHa 3 MaIMHOBYIMY HOTaMy, [KaT. Ne10]
noy4. 1970-x pp., mamip, omis, 2415x1640 mm.
«Naked with Crimson Legs», [cat. Ne10]

early 1970s, oil on paper, 2415x1640 mm.
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Rebellion
[ToBCTaHHS



IToBcTanus, [KaT. Ne302]

1970-Ti pp., mamnip, onis, 2865x4035 MMm.
3 0 «Rebellion», [cat. Ne302]

1970s, oil on paper, 2865x4035 mm.

1 - . ‘\5;5' A5 Y > 4 A b
TToBctanns I, [kat. Ne39] IToscranns II, [kat. Ne64]
1970-Ti pp., mamip, ornid, 1645x1805 mm. 1970-Ti pp., manip, omid, 840x625 MM.
«Rebellion I», [cat. Ne39] «Rebellion II», [cat. Ne64]
1970s, oil on paper, 1645x1805 mm. 1970s, oil on paper, 840x625 mm.




[Tatpiapx, [kaT. Ne126] IToBcTaanus IV, [kar. Ne406

1970-Ti pp., mamip, osnis, 1176x843 mmM. 1970-Ti pp., namip, onid, 865x620 Mm.
1 2.6 «Patriarchy, [cat. Ne126] 4 ()6 Rebellion 1V, [cat. Ned06]

1970s, oil on paper, 1176x843 mm. 1970s, oil on paper, 865x620 mm.

mutux «bopots6a» [Kat. Ne79] mutux «bopors6ar 11, [kat. Ne400]

I, 1970-ri pp., nanip, onis, 595x840 Mm. 1970-Ti pp., namip, onis, 600x840 mm.
9 «Diptych ‘Fight’ I», [cat. Ne79] 400 «Diptych ‘Fight’ II», [cat. Ne400]

1970s, oil on paper, 595x840 mm. 1970s, oil on paper, 600x840 mm.
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Turan, [kaT. Ne325]
1970-Ti pp., mamip, onisenp, 2450x2450 Mm.

32 5 «Titan», [cat. Ne325]

1970s, paper, pencil, 2450x2450 mm.
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Loveless Wedding
Becinng 6e3 KOxaHHS

221



Becinnsa 6e3 koxaHHs, [kat. Ne318]

1990-Ti pp., mamnip, omnis, 3070x5020 MMm.
3 1 «Loveless Wedding», [cat. Ne318]
1990s, oil on paper, 3070x5020 mm.

Becinna 6e3 koxanns I1, [kat. Ne301]

ecki3 «Becinns 6e3 koxanusa» 11, [kar. Ne188]

KiH. 1980-x pp., namip, onis, 2547x3200 MM. KiH. 1970-x pp., namip, ojiBelb, 290x425 MMm.
3 1 «Loveless Wedding II», [cat. Ne301] 1 «Sketch of ‘Loveless Wedding’ II», [cat. Ne188]
late 1980s, oil on paper, 2547x3200 mm. late 1970s, paper, pencil, 290x425 mm.
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Hapeuenmii [, [kar. Ne299] Hapeuenwmii II, [kaT. Ne337]
1970-Ti pp., mamip, onid, 2533x1640 Mm. 1980-Ti pp., mamip, onis, 1803x778 mm.
99 «Bridegroom I», [cat. Ne299] 3 7 «Bridegroom II», [cat. Ne337]

1970s, oil on paper, 2533x1640 mm. 1980s, oil on paper, 1803x778 mm,

Becinna 6e3 koxanns IV, [kar. 8]
1 40 1980-Ti pp., mamip, omnid, 294x419 mMm. 1 28 1980-Ti pp., mamip, omnis, 845x1205 mm.

Becinnsa 6e3 xkoxanns III, [kar. Ne140]

«Loveless Wedding III», [cat. Ne140] «Loveless Wedding IV», [cat. Ne128]
1980s, oil on paper, 294x419 mm. 1980s, oil on paper, 845x1205 mm.
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BipMCbKaapeqei{a I, [kat. Ne92]
1980-1i pp., namip, onis, 1005x798 mm.
2 «Armenian Bride I», [cat. Ne92]

1980s, oil on paper, 1005x798 mm.

BipmeHcbka HapedeHa I, [kat. Ne90]
1980-Ti pp., mamip, onis, 1007x792 Mm.
«Armenian Bride II», [cat. Ne90]

1980s, oil on paper, 1007x792 mm.

BipMeHchbKa Hapeuena 111, [kat. Ne89]
1980-Ti pp., mamip, onis, 1003x797 Mm.
«Armenian Bride III», [cat. Ne89]

1980s, oil on paper, 1003x797 mm.

BipmeHcbka Hapedena IV, [kaT. Ne93]
1980-Ti pp., mamip, onis, 1007x792 Mm.
«Armenian Bride IV», [cat. Ne93]
1980s, oil on paper, 1007x792 mm.




Hapeuennii IV, [kat. Ne34]

Hapeuennit VII, [kat. No78]
4 1990-Ti pp., mamip, onis, 1515x1225 mMm.

1990-Ti pp., nmamnip, omnis, 1298x1058 mMm.
«Bridegroom I'V», [cat. Ne34] 78
1990s, oil on paper, 1515x1225 mm.

«Bridegroom VII», [cat. Ne78]
1990s, oil on paper, 1298x1058 mm.

Hapeuennit VI, [kat. Ne141]
4 1 1990-Ti pp., mamip, onis, 1090x1205 mMm.

S| T i
Hapeuennii IX, [kar. Ne84]
1990-Ti pp., mamip, onis, 822x1023 mm.
«Bridegroom VI», [cat. Ne141] 84

«Bridegroom IX», [cat. Ne84]

1990s, oil on paper, 1090x1205 mm. 1990s, oil on paper, 822x1023 mm.
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Batpko HapeuyeHoro I, [kar. Ne59]
1990-Ti pp., mamip, omnis, 504x399 mMm.
«Bridegroom’s Father I», [cat. Ne59]
1990s, oil on paper, 504x399 mm.

barbko Hapeyenoro II, [kat. Ne77]
1990-Ti pp., namip, onis, 842x690 Mm.
«Bridegroom’s Father II», [cat. Ne77]
1990s, oil on paper, 842x690 mm.

Hapeuena V, [kar. Ne139]

KiH. 1990-x pp., namip, onis, 442x295 mMm.
1 39 «Bride V», [cat. Ne139]

late 1990s, oil on paper, 442x295 mm.

Hapeuena III, [kar. Ne105]

1990-Ti pp., namip, onis, 965x810 Mm.
05 «ride 1D, [cat. Ne105]

1990s, oil on paper, 965x810 mm.
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Mysuka 3 3ypHOI0, [KaT. Ne91]
1980-Ti pp., namip, osnis, 840x624 mMmm.
«A Musician with Zurna», [cat. Ne91]
1980s, oil on paper, 840x624 mm.

Maru Hapedenoi [, [kat. Ne81]

1990-Ti pp., mamnip, onis, 679x535 Mm.
«Bride’s Mother I», [cat. Ne81]

1990s, oil on paper, 679x535 mm.

Maru Haﬁeqeﬂoi 111, [KaT N§30§]
1990-Ti pp., manip, Byrimns, 2020x1220 M.
3 «Bride’s Mother III», [cat. Ne309]

1990s, paper, charcoal, 2020x1220 mm.

Maru Hapedenoi IV, [kat. Ne94]

1990-Ti pp., mamip, omid, 1343x1046 mm.
«Bride’s Mother IV», [cat. Ne94]

1990s, oil on paper, 1343x1046 mm.
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bBaTbKo Hape4yeHOl 3 BITKpUTUMU 04MMa, [KaT. Ne98]
1990-Ti pp., mamip, ormid, 1020x825 mm.

«Bride’s Father with Open Eyes», [cat. Ne98]

1990s, oil on paper, 1020x825 mm.

Hapeuena II, [kat. Ne103]

1990-Ti pp., mamip, omnis, 611x859 mm.
«Bride II», [cat. Ne103]

1990s, oil on paper, 611x859 mm.

74

Mysuka 3 6apabanom II, [kat. Ne74]
1980-Ti pp., mamip, 3MilllaHa TexHika, 862x611 MM.
«Musician With a Drum II», [cat. Ne74]

1980s, paper, mixed method, 862x611 mm.



Khachkar
Xaukap



Xaukap, [kar. Ne317]

1990-Ti pp., mamip, ornid, 3060x4690 Mmm.
3 1 7 «Khachkar», [cat. Ne317]

1990s, oil on paper, 3060x4690 mm.

Xaukap [, [kar. Ne393] Xaukap II, [kat. Ne385]

1980-Ti pp., mamip, onisenp, 296x420 Mm. 1980-Ti pp., mamip, oniBenp, 297x420 Mm.
393 «Khachkar Iy, [cat. \e393] 385 Khachkar II», [cat. No385]
1980s, paper, pencil, 296x420 mm.
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1980s, paper, pencil, 297x420 mm.
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Xaukap, gotupu ¢ ] Xaukap III, [kaT. Ne76]
1980-Ti pp., manip, ByTins, onisenp, 3027x4040 MM. KiH. 1980-x pp., namip, onis, 842x596 Mm.
2 7 «Khachkar, Four Figures», [cat. Ne327] 76 «Khachkar III», [cat. Ne76]
1980s, paper, charcoal, pencil, 3027x4040 mm. late 1980s, oil on paper, 842x596 mm.

MaTVi-BlpMeHiH I, [kaT. Ne314] Maru-Bipmenis 11, [kar. Ne100]
1990-Ti pp., namip, 3MillaHa TexHiKa, 612x522 MM. 1990-Ti pp., nmamip, onis, 680x560 Mm.
3 «Mother Armenia I», [cat. Ne314] 1 0 «Mother Armenia II», [cat. Ne100]
1990s, paper, mixed method, 612x522 mm. 1990s, oil on paper, 680x560 mm.
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Maru-Bipmenis V, [kar. Ne208] Maru-Bipmenis 111, [kat. Ne102]

1990-Ti pp., mamip, 3MillaHa TexHiKa, 612x435 MM. 1990-Ti pp., nmamnip, onis, 613x860 Mm.
2 O 8 «Mother Armenia V», [cat. Ne208] 02 «Mother Armenia III», [cat. Ne102]

1990s, paper, mixed method, 612x435 mm. 1990s, oil on paper, 613x860 mm.

' Maru-Bipmenis VII, [kat. Ne75] MaTM—ipMeHiﬂ VI, [kaT. Ne45]

1990-Ti pp., namip, osnis, 597x807 Mm. 1990-Ti pp., nmamnip, onis, 610x963 Mm.
7 5 «Mother Armenia VII», [cat. Ne75] 45 «Mother Armenia VI», [cat. Ne45]
1990s, oil on paper, 597x807 mm. 1990s, oil on paper, 610x963 mm.
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Maru-Bipmenis IV, [kaT. Ne183] Aneropis, [kat. Ne144]

1990-Ti pp., mamip, onisenb, 1015x795 mm. 1980-Ti pp., mamip, omnis, 295x210 Mm.
8 3 «Mother Armenia IV», [cat. Ne183] 1 44 «Allegory», [cat. Ne144]

1990s, paper, pencil, 1015x795 mm. 19805, 011 on paper, 295x210 mm.

- —_—

OpasI [kaT. Ne185] - ' Opay, "[KaT Ne210]

1990-Ti pp., mamip, ByTins, onisenp, 840x782 Mm. 1990-Ti pp., manip, Byrinsa, 840x620 mm.

1 85 «Image I», [cat. Ne185] 2 1 O «Plowmany, [cat. Ne210]
1990s, paper, charcoal, pencil, 840x782 mm. 1990s, paper, charcoal, 840x620 mm.
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Tezauun B,

O6pas III, [kat. Ne240] r O6pas IV, [kat. Ne266]
1990-Ti pp., mamip, 3milIaHa TexHika, 610x430 mm. 1990-Ti pp., mamip, 3mimrana Texsika, 590x500 MM.
24() dmage I, [cat. Ne240] 266 dmage 1V, [cat. Ne266]

1990s, paper, mixed method, 610x430 mm. 1990s, paper, mixed method, 590x500 mm.

_-_m(-_ ¥

. - _d 2
Xaukap, ecki3 cror i kucrei, [kar. Ne101] Eckis crom, [kat. Ne381

1990-Ti pp., manip, smilana textika, 613x860 mm. 1990-Ti pp., manip, Ka3eiHOBO - oniiiHa Temnepa, 400x615 M.
1 1 «Khachkar, Sketch of Foot and Hand», [cat. Ne101] 3 8 1 «Feet Scetchy, [cat. Ne381]
1990s, paper, mixed method, 613x860 mm. 1990s, paper, casein oil tempera, 400x615 mm.
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Eckis cromu I, [kat. Ne258]

1990-Ti pp., manip, smilraHa Textika, 525x487 Mm. 1990-Ti pp., manip, Byrina, 850x620 mm.
«Sketch of Foot I», [cat. Ne258] 2 4

1990s, paper, mixed method, 525x487 mm.

Eckis rominkm II, [kaT. Ne284]

«Sketch of a Foot II», [cat. Ne284]
1990s, paper, charcoal, 850x620 mm.

Eckis kucTi, [kaT. Ne196] Eckis cromm II, [kaT. Ne296]
1990-Ti pp., mamip, oniBenp, 298x420 Mm. 1990-Ti pp., mamip, onisenp, 290x620 Mmm.
«Sketch of a Hand», [cat. Ne196] 2 «Sketch of a Foot II», [cat. Ne296]

1990s, paper, pencil, 298x420 mm. 1990s, paper, pencil, 290x620 mm.
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Eckis ctomm Ta Kucri, [Kat. Ne231]

1990-Ti pp., mamip, oniBenp, 620x840 Mmm.
2 3 1 «Sketch of Foot and Hand», [cat. Ne231]
1990s, paper, pencil, 620x840 mm.
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Ethnic Images
ETHiYHi 0Opa3n
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et o Siiled. [ 2R
I'ynynka B uepporomy ¢apryci, [kar. Ne25]
KiH. 1960-x pp., namip, osnis, 2475x1650 Mm.

I'yuynka 3 migHATHMEU pyKamy, [KaT. Ne2]

1960-Ti pp., mamip, ornid, Temnepa, 2545x1735 MM.
2 «Huzul Woman with Raised Hands», [cat. Ne2] 2 5 «Huzul Woman in a Red Apron», [cat. Ne25]
late 1960s, oil on paper, 2475x1650 mm.

1960s, oil on paper, tempera, 2545x1735 mm.

" 261 v I

N y Py
arrero, [KaT. Ne5]

Pypa ryiy/ka 3 67akuTHIMI O41Ma Ta IBOMA Yarlami, [Kat. Ne26] [ymynxa 3 4
KiH. 1960-x pp., Imarip, oris, 2530x1645 M. KiH. 1960-X pp., marmip, oris, 2545x1650 MM.

2 «Red-haired Blue-Eyed Huzul Woman with Two Bowls», [cat. Ne381] 5 «Huzul Woman With a Bowl», [cat. Ne5]
late 1960s, oil on paper, 2530x1645 mm. late 1960s, oil on paper, 2545x1650 mm.
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YkpaiHka, KiH. [kaT. Ne316 IMoprper rynyma, [KaT. Ne47

1960-x pp., HONOTHO, 071isd, 2555X1685 MM. KiH. 1960-X pp., I0JI0OTHO, 0onif, 2560x1705 MM.
3 1 6 «A Ukrainian Womany, [cat. Ne316] «Portrait of a Huzul», [cat. Ne47]

late 1960s, oil on canvas, 2555x1685 mm. late1960s, oil on canvas, 2560x1705 mm.

Iyrymm, [xaT. Ne58 - - Iy1ynka Ha hoHi cnHix rip, [Kat. Ne49]
1977-78 pp., IONOTHO, o5is, 2385x2005 MM. KiH. 1960-X pp., TONIOTHO, 071, 2385x2050 MM.

«Huzuls», [cat. Ne58] «Huzul Woman Against the Background of Blue Mountains», [cat. Ne49]
1977-78, oil on canvas, 2385x2005 mm. late 1960s, oil on canvas, 2385x2050 mm.
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Iynym, [xat. Ne67]

nod. 1970-x pp., nanip, onis, 840x623 MM.
«Huzuly, [cat. Ne67]

early 1970s, oil on paper, 840x623 mm.

YepBoHa criifHMIs, [KaT. Ne9]

1970-Ti pp., mamip, ornid, 2520x1635 Mmm.
«Red Skirt», [cat. Ne9]

1970s, oil on paper, 2520x1635 mm.

- e

KaptoH o Mosaikn B atenbe «bepiska», [kaT. Ne20]

1963 p., mamip, omis, 2605x2002 MM.

«Cardboard to the Mosaic in Beriozka Studio», [cat. Ne20]
1963, oil on paper, 2605x2002 mm.

[kat. Ne24]
1972 p., mamip, onis, 2550-1655 Mm.
24 «Kurdish Woman in a Green Skirt», [cat. Ne24]
1972, oil on paper, 2550-1655 mm.




Icmmanka, mo4. [kat. Nel14]
1970-x pp., mamip, onif, 2545x1655 Mm.
«Spaniardy, [cat. Ne14]

early 1970, oil on paper, 2545x1655 mm.

i e i ? »'r.' %]

14

BipmeHchKa TaHI[iBHUI, [KaT. Ne23]
nod. 1970-x pp., nanip, onis, 2545x1655 mm.
«Armenian Dancer», [cat. Ne23]

early 1970s, oil on paper, 2545x1655 mm.

23

178

338

Pociricpka 6a6a, [kat. Ne178

1972 p., namip, Ka3eiHOBO - OJliliHa TeMIiepa, 2535x1645 Mm.
«Russian woman, [cat. Ne178]

1972, paper, casein oil tempera, 2535x1645 mm.

A¢prkaHKa B )KOBTOMY, [KaT. Ne338]
1970-Ti pp., mamip, onis, 1258x836 Mmm.
«An African in Yellow», [cat. Ne338]
1970s, oil on paper, 1258x836 mm.
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Kypasmuka B HarjioHa/IbHOMY KOCTIOMI, [Kat. Ne12]
1972 p., mamip, onis, 2530-1645 Mm.

1 2 «Kurdish Woman in National Costumen», [cat. Ne12]
1972, oil on paper, 2530-1645 mm.
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Minor Images
Ob6pa3u mani



Bipmenis, [kar. Ne149] o Bipmenka 3 rpanatamu, [KaT. Ne157]
1970-Ti pp., mamip, onis, 295x210 MM. 1970-Ti pp., mamip, omnid, 295x210 MM.
49 «Armenia», [cat. Ne149] 1 5 7 «Armenian Woman with Pomegranates», [cat. Ne157]

1970s, oil, paper, 295x210 mm. 1970s, oil on paper, 295x210 mm.
- -

Bipmenka Ha oHi TOMapaH4eBOro fiepeBa, [Kat. Ne164] BipmeHKa 3 1BOMa TaperaMy, [Kkat. Ne175]
1970-i pp., nmamip, onist, 295x210 Mm. 1970-Ti pp., mamip, omis, 295x210 Mm.

1 4 «Armenian Woman Against the Background of an Orange Tree», 1 7 «Armenian Woman with Two Dishes», [cat. Ne175]
[cat. Ne164] 1970s, oil on paper, 295x210 mm.

244 1970s, oil on paper, 295x210 mm.




Cuirosa I, [kat. Ne150]
1970-Ti pp., mamip, onid, 295x210 Mm.
1 50 «Snowy I», [cat. Ne150 ]

1970s, oil on paper, 295x210 mm.

JKinka, [kaT. Ne174]

1980-Ti pp., mamip, onid, 295x210 Mm.
74 A Woman, [cat. Ne174]

1980s, oil on paper, 295x210 mm.
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Cuiroga III, [kaT. Ne150]
1970-Ti pp., mamnip, onis, 295x215 Mm.
«Snowy III», [cat. Ne150 ]

1970s, oil on paper, 295x215 mm.

BipmeHnuH 3 BoMa I7iekamu, [Kar. Ne166]
1970-Ti pp., nmamip, omnis, 295x210 Mm.
«Armenian with Two Jugs», [cat. Ne166]
1970s, oil on paper, 295x210 mm.
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. ;.
C€rurer, [kar. Ne146] Cxip, [kat. Ne156]
1970-Ti pp., namip, osnis, 295x210 Mm. 1970-Ti pp., namnip, onis, 295x210 Mm.

1 46 «Egypt», [cat. Ne146] 1 5 6 «The Orient», [cat. Ne156]
1970s, oil on paper, 295x210 mm. 1970s, oil on paper, 295x210 mm.

YkpaiHa, [kat. Ne170]
1 7 1970-Ti pp., mamip, oris, 210x295 MMm.
«Ukraine», [cat. Ne170]

1 5 8 «Epiphany», [cat. Ne158] 1970s, oil on paper, 210x295 mm.
1970s, oil on paper, 295x210 mm.

TTpospimHs, [Kat. No158]
1970-Ti pp., namip, osnis, 295x210 Mm.
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OcsiannA, [Kat. Ne167]

67 1970-Ti pp., mamip, onis, 295x210 MM.

«Revelation», [cat. Ne167]
1970s, oil on paper, 295x210 mm.

Pociricbki MOTHBH, [KaT. Ne172]
1970-Ti pp., mamip, omnis, 210x295 mMm.
«Russian Motives», [cat. Ne172]
1970s, oil on paper, 210x295 mm.

Bimuaii, [kat. Ne168]

1970-Ti pp., mamnip, onis, 295x210 Mm.
168

148

«Despair», [cat. Ne168]
1970s, oil on paper, 295x210 mm.

Pocis, [kat. Ne148]

1970-Ti pp., nmamip, omnis, 295x210 Mm.
«Russia», [cat. Ne148]

1970s, oil on paper, 295x210 mm.
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Female images (graphics)
iHouyi obpa3su (rpadpika)



HoninTM<Fpaui;1>> ,aT. Ne19] monminTux «[paris» 11, [kar. N91]
KiH. 1970-x pp., marip, ByTiui, oniBenb, 2535x916 M. KiH. 1970-x pp., mamip, Byri/uis, onisenb, 2535x825 MM.
1 9 «polyptych ‘Grace’ I», [cat. Ne19] 1 7 «polyptych ‘Grace’ I», [cat. Ne17]

late 1970s, paper, charcoal, pencil, 2535x916 mm. late 1970s, paper, char

coal, pencil, 2535x825 mm.

noninTux «Ipamis» 11T, [kat. Ne16] nominTux «Ipartis» IV, [kat. Ne18]

KiH. 1970-x pp., marip, ByTi/uid, oniBelb, 2535x836 MM. KiH. 1970-X pp., marip, BT/, ONliBelb, 2535x822 MM.
1 6 «polyptych ‘Grace’ III», [cat. Ne16] 1 8 «polyptych ‘Grace’ IV», [cat. Ne18]

late 1970s, paper, charcoal, pencil, 2535x836 mm. late 1970s, paper, charcoal, pencil, 2535x822 mm.
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Harypunus-sipmenka II, [kaT. Ne292]

1970-Ti pp., mamip, onisenp, 730x465 MM.
2 2 «Armenian Model II», [cat. Ne292]

1970s, paper, pencil, 730x465 mm.

CrpyHKa HaTypHui, [Kat. Ne40]’

1970-Ti pp., manip, Byrinnd, 1975x1053 mm.
«Slender Model», [cat. Ne40]

1970s, paper, charcoal, 1975x1053 mm.

Harypuuus-sipmenka I, [kar. Ne197]
1970-Ti pp., mamip, oniBenp, 297x420 Mm.
«Armenian Model I», [cat. Ne197]

1970s, paper, pencil, 297x420 mm.

Harypuuusa-sipmenka IV, [kat. Ne205]
1970-Ti pp., mamnip, onisewp, 420x298 Mm.

2 0 5 «Armenian Model IV», [cat. Ne205]
1970s, paper, pencil, 420x298 mm.
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Jlitus aTypva;H 3 KOPOTKOIO 3a4icKoI0 I, [KaT. Ne236]

1970-Ti pp., mamip, onisenp, 710x457 Mm.
2 3 6 «Aged Model With Short Hair I», [cat. Ne236]
1970s, paper, pencil, 710x457 mm.

JIiTHs HATYPHULIS 3 KOPOTKOIO 3adickoro II, [kat. Ne388]
1970-Ti pp., mamip, onisenp, 298x226 mm.

3 8 8 «Aged Model With Short Hair II», [cat. Ne388]
1970s, paper, pencil, 298x226 mm.

JIiTHs HaTypHULSA 3 KOPOTKOIO 3adickoro I1I, [kat. Ne389] Toscra Harypauis 111, [kat. Ne395]
3 8 1970-Ti pp., mamip, oniBenp, 418x295 mm. 3 no4. 1980-x pp., mamip, onisenb, 293x420 MM.

«Aged Model With Short Hair III», [cat. Ne389]

«A Plump Model III», [cat. Ne395]
1970s, paper, pencil, 418x295 mm.

early 1980s, paper, pencil, 293x420 mm.




TOBCTa HaTypHuL I, [kar. Ne293] Toscra Harypruus 11, [kar. Ne390]

KiH. 1970-x pp., marmip, onisenb, 693x418 Mm. KiH. 1970-x pp., mamip, onisenp, 420x295 Mmm.
29 3 «A Plump Model I», [cat. Ne293] 3 90 «A Plump Model II», [cat. Ne390]
late 1970s, paper, pencil, 693x418 mm. late 1970s, paper, pencil, 420x295 mm.

3ycTpid, KiH. [Kat. Ne38] Harypruust Ha doni gpamnepiit, [xaT. Ne190]

1970-x pp., MOIOTHO, BYTi/A, 2167x2167 MMm. 1970-Ti pp., mamnip, onisewp, 420x298 Mm.

«Meeting», [cat. Ne38] ]_ O «Model Against a Drapery Backgroundy, [cat. Ne190]
late 1970s, canvas, charcoal, 2167x2167 mm. 1970s, paper, pencil, 420x298 mm.
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| A \ 4
OrosieHa B G/IaKUTHUX TOHAX, [KaT. Ne320] JKinoui o6pasu, [KaT. Ne326]
no4. 1980-x pp., mamip, 3milltaHHa TeXHiKa, 2268x577 MM. 1o4. 1980-x pp., mamip, Byri/uia, oniBenb, 2497x2255 Mm.
3 2 O «Naked in Blue Shades», [cat. Ne320] 3 2 6 «Female Images», [cat. Ne326]
early 1980s, paper, mixed method, 2268x577 mm. early 1980s, paper, charcoal, pencil, 2497x2255 mm.

HarypHuus, 1m0 nexuts, [Kat. Ne322]

3 2 no4. 1980-x pp., manip, oniBenp, 3190x1700 Mm.
«Reclining Model», [cat. Ne322]

early 1980s, paper, pencil, 3190x1700 mm.
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Anatomical images
AHaToMiyHi 0Opa3u



Arner, i ATret 3 M'staeM, [KaT. Ne184]

1970-Ti pp., manip, ByTins, oniBenp, 2395x1715 MM. 1970-Ti pp., mamip, ByTins, oniBenp, 1395x865 MM.
1 7 7 «Athlete», [cat. Ne177] 1 84 «Athlete with a Ball», [cat. Ne184]

1970s, paper, charcoal, pencil, 2395x1715 mm. 1970s, paper, charcoal, pencil, 1395x865 mm.

®irypa 3 mwiiHgpom, [kaT. Ne215] Pucynok Ne234, [kat. Ne234]

1970-Ti pp., mamip, onisenp, 840x617 Mmm. 1970-Ti pp., mamnip, onisewp, 840x617 Mm.
2 1 5 «Figure with a Cylinder», [cat. Ne215] 34 «Drawing No.234», [cat. Ne234]
1970s, paper, pencil 840x617 mm. 1970s, paper, pencil, 840x617 mm.

258




®irypa Ha crinbi, [kaT. Ne186] Cumn, [KaT. Ne242]
1970-Ti pp., manip, onmisenp, 1218x840 Mm. 1970-Ti pp., mamip, onisenp, 708x503 mm.

1 86 «Figure on a Chair», [cat. Ne186] 242 «Son», [cat. Ne242]
1970s, paper, pencil, 1218x840 mm. 1970s, paper, pencil, 708x503 mm.

Pucynox Ne194, [kat. Ne194] Pucynox Ne228, [kar. Ne228]
1970-Ti pp., mamip, oniBenp, 232x420 Mm. 1970-Ti pp., mamip, onisenp, 865x620 MM.

1 94 «Drawing No.194», [cat. Ne194] 228 «Drawing No.228», [cat. Ne228]
1970s, paper, pencil, 232x420 mm. 1970s, paper, pencil, 865x620 mm.




Pucynox Ne262, [kat. Ne262] Pucynox Ne267, [kar. Ne267]
1970-Ti pp., mamip, oniBenp, 595x425 MM. 1970-Ti pp., manip, onisenp, 865x620 MM.
62 «Drawing No.262», [cat. Ne262] 2

«Drawing No.267», [cat. Ne267]
1970s, paper, pencil, 595x425 mm. 1970s, paper, pencil, 865x620 mm.

Pucynox Ne202, [kat. Ne202] Pricyrok Ne259, [kat. Ne259]

1970-Ti pp., mamip, oniBenp, 420x297 Mmm. 1970-Ti pp., mamnip, onisewp, 420x297 Mm.
O 2 «Drawing No.202», [cat. Ne202] 5 9 «Drawing No.259», [cat. Ne259]
1970s, paper, pencil, 420x297 mm.

1970s, paper, pencil, 420x297 mm.
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Pucynoxk Ne31 I, KaT.

1970-Ti pp., manip, ByTins, onisenp, 2405x860 MM.
1 1 «Drawing No.311», [cat. Ne311]

1970s, paper, charcoal, pencil, 2405x860 mm.

Pucynok Ne203, [kar. Ne203]

1970-Ti pp., manip, ByTins, onisenp, 420x297 Mm.
03 «Drawing No.203», [cat. Ne203]

1970s, paper, charcoal, pencil, 420x297 mm.

Pucynox Ne396, [kat. Ne396]

1970-Ti pp., mamip, oniBenp, 295x420 Mm.
3 9 «Drawing No.396», [cat. Ne396]

1970s, paper, pencil, 295x420 mm.

PucyHok Ne392, [kar. Ne392]
1970-Ti pp., mamip, onisenp, 294x419 mm.
92 «Drawing No.392», [cat. Ne392]

1970s, paper, pencil, 294x419 mm.
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Pucynok Ne204, [kat. Ne204] Pucynok Ne283, [kar. Ne283]

1970-Ti pp., mamip, onisenp, 420x297 Mm. 1970-Ti pp., mamip, onisenp, 400x295 mm.
04 «Drawing No.204», [cat. Ne204] 2 8 3 «Drawing No.283», [cat. Ne283]
1970s, paper, pencil, 420x297 mm. 1970s, paper, pencil, 400x295 mm.
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Heads. Graphics
['onoBwu rpadika



IToprper HarypHMLi B TOBOPOTi 3/4, [KaT. Ne285] O6pas B xycrni I, [kar. Ne235]

1970-Ti pp., mamip, onienb, 530x425 Mm. KiH. 1960-x pp., mamip, Byrimns, 840x623 Mm.
2 8 5 «Three Quarter Portrait of a Model», [cat. Ne285] 2 «An Image in a Kerchief II», [cat. Ne235]
1970s, paper, pencil, 530x425 mm. late 1960s, paper, charcoal, 840x623 mm.

A e AR

JIiTHA HaTYpHUILIA 3 PO3NYILIEHUM BOIOCCAM, [KaT. Ne386 HopreT Ipy>XuHM, [Kat. Ne207]
1970-Ti pp., amip, oniBenb, 293x267 MM. 1970-ti pp., namip, oniBenb, 300x415 MM.
3 8 6 «Elderly Model with Loose Hair», [cat. Ne386] 2 0 7 «Portrait of a Womany, [cat. Ne207]

1970s, paper, pencil, 293x267 mm. 1970s, paper, pencil, 300x415 mm.
264 ’ ’



Pucynok Ne249, [kat. Ne249]

Pucynox Ne213, [kaT. Ne213]
1970-Ti pp., mamip, oniBenp, 835x615 Mm. 1970-Ti pp., mamip, onisenp, 845x620 mm.
249 «Drawing No.249», [cat. Ne249] 2 1 3

«Drawing No.213», [cat. Ne213]
1970s, paper, pencil, 835x615 mm. 1970s, paper, pencil, 845x620 mm.

Pucynok Ne229, [kat. Ne229]

1970-Ti pp., mamip, oniBenp, 845x620 Mm.
29 «Drawing No.229», [cat. Ne229]

TonoBa adpuxanku, [kat. Ne230]

1970-Ti pp., mamip, onisenp, 840x620 mm.
«A Head of an African», [cat. Ne230]

1970s, paper, pencil 840x620 mm.

1970s, paper, pencil, 845x620 mm.




Adpukanka, [kaT. Ne260] JKirounit ipochiib 3 3ibparmM Bomoccsim, [Kat. Ne269]

KiH. 1960-x pp., mamip, Byrimns, 840x622 Mm. 1970-Ti pp., mariip, ormiBerp, 612x445 M.
2 6 O «An African Womany, [cat. Ne260] 2 6 9 «A Female Profile with Her Hair Gathered Up Into a Bun, [cat. Ne269]
late 1960s, paper, charcoal, 840x622 mm. 1970s, paper, pencil, 612x445 mm.

Pucynox Ne227, [kat. Ne227] Toprper I1. 3104yeBcbKoOrO, [KatT. Ne212]

1970-Ti pp., mamip, oniBenp, 865x614 Mm. KiH. 1960-X pp., marip, oniBenb, 625x615 Mm.
2 7 «Drawing No.227», [cat. Ne227] 2 1 2 «Portrait of P. Zlochevsky», [cat. Ne212]

1970s, paper, pencil, 865x614 mm. late 1960s, paper, pencil, 527x620 mm.
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Pucynok Ne189, [kaT. Ne189] Pucynok Ne216, [kaT. Ne216]

1970-Ti pp., mamip, onisenp, 420x297 Mmm. 1970-Ti pp., mamip, onisenp, 840x620 mm.
89 «Drawing No.189», [cat. Ne189] 1 6 «Drawing No.216», [cat. Ne216]

1970s, paper, pencil, 420x297 mm. 1970s, paper, pencil, 840x620 mm.

Pucynok Ne193, [kar. Ne193] Pucynok Ne233, [kar. Ne233]
1970-Ti pp., mamip, oniBenp, 295x420 Mm. 1970-Ti pp., mamip, onisenp, 835x617 mm.
1 93 «Drawing No.193», [cat. Ne193] «Drawing No.233», [cat. Ne233]

1970s, paper, pencil, 295x420 mm. 1970s, paper, pencil, 835x617 mm.
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Pucynok Ne209, [kaT. Ne209] Pucynox Ne250, [kaT. Ne250]

KiH. 1960-x pp., marip, ojiBelb, 835x610 MMm. KiH. 1960-x—mou4. 1970-X pp., mamip, onisenp, 865x613 MM.

20 9 «Drawing No.209», [cat. Ne209] 2 5 0 «Drawing No.250», [cat. Ne250]
late 1960s, paper, pencil, 835x610 mm. late 1960s — early 1970s, paper, pencil, 865x613 mm.

i

g,

b

el L sl

BipmenuH, [kat. Ne217] [Moprpet MoOfOro KaBKasiis, [Kat. Ne271]

KiH. 1960-x pp., namip, ojiBelb, 790x615 MMm. KiH. 1960-x—1m04. 1970-x pp., manip, Byri/uia, 600x476 MM.
2 1 «Portrait of an Armenian», [cat. Ne217] 2 7 1 «Portrait of a Young Caucasian», [cat. Ne271]

late 1960s, paper, pencil, 790x615 mm. late 1960s — early 1970s, paper, charcoal, 600x476 mm.
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Pucynok Ne244, [kat. Ne244]
1970-Ti pp., mamip, ByTi/is, onisenp, 840x622 MM.
«Drawing No.244», [cat. Ne244]

1970s, paper, charcoal, pencil, 840x622 mm.

& ..g o h

I i

Pucynok Ne245, [kaT. Ne245]

1970-Ti pp., mamip, onisenb, 837x595 Mm.
«Drawing No.245», [cat. Ne245]

1970s, paper, charcoal, 837x595 mm.
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Pucynok Ne275, [kaT. Ne275]
KiH. 1960-X pp., namip, 3milIana TexHika, 862x620 MM.
«Drawing No.275», [cat. Ne275]

late 1960s, paper, mixed method, 862x620 mm.

i
&

Pucynox Ne251, [kat. Ne251]
1970-Ti pp., nmamip, onisenp, 855x620 Mm.
«Drawing No.251», [cat. Ne251]

1970s, paper, pencil, 855x620 mm.
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Pucynox Ne268, [kat. Ne268] Pucynox Ne239, [kar. Ne239]
1970-Ti pp., mamip, oniBelb, 613x443 MMm. 1970 p., nanip, onisenp, 840x617 MM.
6 8 «Drawing No.268», [cat. Ne268] 2 3 «Drawing No.239», [cat. Ne239]
1970s, paper, pencil, 613x443 mm. 1970 r., paper, pencil, 840x617 mm.

IMoprper Harypuuka Bomoni Kapacbosa, [kat. Ne274]
1979 p., mamip, oniBenp, 596x703 MM.

4 «Portrait of a Model Volodya Karasev», [cat. Ne274]
1979, paper, pencil, 596x703 mm.
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Classic motifs (graphics)
KnacuyHi motusm (rpacpika)



- e . ; ¥ R U N " .
cryfeHTCbKa podora «Crapiuil B 4OpHOMY», [KaT. Ne224] Pucynok Ne225, crygeHTcbKa pobora, [Kat. Ne225]
KiH. 1940-x pp., mamip, Byrimd, 815x575 MM. KiH. 1940-x pp., mamip, Byrimns, 690x525 Mm.

2 24 «student work ‘An Old Man in Black», [cat. Ne224] 22 5 «Drawing No.225», student work, [cat. Ne225]

late 1940s, paper, charcoal, 815x575 mm. late 1940s, paper, charcoal, 690x525 mm.

crynenTchka pobora «[loprper Maptupoca Cap’sna», [ Crynentcbka po6ora I, [kat. Ne356]
KiH. 1940-X pp., Hariip, oriBenp, 1637x1135 Mm. KiH. 1940-x pp., mamip, onisewb, 830x595 MM.
3 5 1 «student work «Portrait of Martiros Saryan»», [cat. Ne351] 3 «Student work I», [cat. Ne356]

late 1940s, paper, pencil, 1637x1135 mm. late 1940s, paper, pencil, 830x595 mm.

xar, No351]
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CsiTimna. Po6ota 3i crymentamu. Cimeitanit apxis. Photo.
Work with students. Family archive.
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Ankera pornty 6arbka B.A. lTeramsana A.O. Xanassu. [lepxaBHnit apxis Bipmenii Ne.
Questionnaire for interrogating father V.A. Geghamyan A.O. Hanazyan. State Archive of Armenia No.
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3 ®otorpadis Mormna npagiga B.A. Teramsina. Xpam B ceni Tapni
Photo The grave of great-grandfather V.A. Geghamyan. Church in the village of Garni.
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ABro6iorpadis B.A. Teramsana. CimMertHuit apxis.
Autobiography V.A. Geghamyan. Family archive.
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@oronoptpet ApyxuHu B.A. Ieramana borycnasu JIbBiBHU. ApxiB @oHpy iMeHi B.A. Teramsana.
A portrait of V.A. Geghamyan wife Boguslava Lvovna. Archive of the Foundation V.A. Geghamyan

Hosinka b.JI Ieraman. ApxiB ®onpy imeni B.A. TeramsaHa.
6 Reference B.L. Geghamyan. Archive of the Foundation V.A. Geghamyan

MUHUCTEPCTBO KYNbTYPbLl YCCP

OBNACTHOE YMPABNEHHWE KY/bTY Phl
OJECCKOE TOCYJAPCTBEHHOE XYMOXECTBEHHOE YUHWJIMILE

L r. Omecca, ya. Cosercko#t Apmun, 14—16. Tenedon 2-51-91.
Pacuernuifi cuer 8 Omecckoil O6akontope [ocGanka N 113010, crencuer Ne 14235,

Rl | 14, MoALs 1962 .

CIIPABKA,-~

_ .

BusgHa moB.MUKANEBCKOM L.V, 5 ToM, uTo oHa B 1947 r.

focTymnm/.a Ea Xy.HOIEeTBEHHO—HeB,aPOPHQECHOE OTiHeNeHne O.TJ,?CCHOI‘O

TOCYIa PCTBEHEOIO XyIOoEecTBeHHoro yumamga ¥ oroHumua 1-F Kype
¥ OHJa TepeBeleHE Ha K aMUueCxoe OTICTCENE.

~ceprsGps 1960 rona zECuia 8 8 Kypca KepaMuyecCROI'©

oTHene “iy g.*;\-..

REIaHa IAA NpelCTaBIeHHs IO M2CTy patoTH.
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Tenerpama leramsna B.A. npyxuHi leraman b.A. Apxis ®onpy imeni B.A. leramsaHa.
Telegram from V.A. Geghamyan for his wife Geghamyan B.A. Archive of the Foundation V.A. Geghamyan
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Dororpadis cuna eramana B.A. Anika [eramsana. Apxis @onny imeni B.A. leraman
Photo of V.A. Geghamyan s son Alik Geghamyan. Archive of the Foundation V.A. Geghamyan
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CaiTimHa. 3anaTTa 60kcoM. ApxiB Ponpy imeni B.A. leramsana
The photo. Boxing. Archive of the V.A. Geghamyan
» 3 T

-

O6xknapuHKa mwonenHnka B. A. Teramsana

1943- ... ApxiB ®onpy imeni B.A. [eramsana ]. O
Cover of V. A. Geghamyan’s diary 1943- ...
Archive of the V.A. Geghamyan
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1 1 M. Cappsn, l'ipcbkuii meiizax, 1969 p., onis, 460 x 620 Mmm
M. Saryan, Mountain landscape, 1969 y., oil, 460 x 620 mm

ARTPEISHK . INF&

B. Ieramsan, KpuMcbkuii neitsaxx 3 kunapucamu, 1973-74 pp., namip, onis, 1231x1660 mm.
ApxiB ®oHpy imeni B.A. Teramsana. [kar. No56]

V. Geghamyan, Crimean Landscape with Cypresses, 1973-74 , oil on paper, 1231x1660 mm.
Archive of the V.A. Geghamyan. [cat. No56]
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1 2 Cropinka monenuuka B. A. I'eramsina 1943- ... ApxiB @onay imeni B.A. 'eramsina
Diary page of V. A. Geghamyan 1943- ... Archive of the V.A. Geghamyan
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1 3 Hapuansna metoauka B.A. I'eramsina. Apxis @onny imeni B.A. I'eramsana
The educational methodology of V.A. Geghamyan. Archive of the V.A. Geghamyan
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ampends 14

275
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B. Teramsn, Pucynok Ne275, xin. 1960-x pp., mamip, B. I'eramsn, JliBunna, 1970-Ti pp., mamip, omis, 845x603
3MilllaHa TexHika, 862x620 MM. ApxiB PoHpy iMeHi mM. ApxiB Qonpy imMeni B.A. I'eramsna. [kat. No401]
B.A. TeramsHa. [kaT. Ne275] 401 V. Geghamyan, Girl, 1970s, oil on paper, 845x603 mm.
V. Geghamyan, Drawing No.275, late 1960s, Archive of the V.A. Geghamyan. [cat. No401]

paper, mixed method, 862x620 mm. Archive of the
V.A. Geghamyan. [cat. Ne275]

B. Teramsan, @parment mantonka. Apxie Qonpy imeni B.A. Teramsana.
V. Geghamyan, Fragment of the drawing. Archive of the V.A. Geghamyan.

'.,'{'

HomaTok

Appendix 1 6

B. Ieraman, Pucynok No289,

KiH. 1970-x pp., nmariip, oniBenp, 918x192 Mm.
289 Apxis ®onpy imeni B.A. Teramsna.

[kat. No289]

V. Geghamyan, Drawing No.289,

1970s, paper, pencil, 918x192 mm.

Archive of the V.A. Geghamyan.

[cat. N0289]




ampenan 17

B. I'eramsn, Ocmisgans 111,

1970-i pp., mamnip, orist, 1385x1030 mm. Apxis @oupy imeni B.A. Teramsxa. [kat. No136]
136 V. Geghamyan, Mocking III,
1970s, oil on paper, 1385x1030 mm. Archive of the V.A. Geghamyan. [cat. No136]

B. Teramsn, «M. Cap’stH «HaTropMOopT B CBIT/IilI raMMi»»,

KiH. 1960-x pp., manip, oyis, 1385x1030 mm. ApxiB @onpy imeni B.A. Teramsana. [kar. No136/1]
13 6/ 1 V. Geghamyan, ‘M. Saryan, ‘Still Life in Light Color Range’,

late 1960s, oil on paper, 1385x1030 mm. Archive of the V.A. Geghamyan. [cat. No136/1]
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CaiTnuHa. Xaukap ceno lapHi
1 8 The photo. Khachkar village Garni
T e et D B

CaitnuHa. I1ifroroBka IOoCMepTHOI BUCTaBKA
B.A. Teramsana 2000 pik. 1 9
The photo. Preparation of the posthumous exhi-

bition of V.A. Geghamyan 2000.

2 O CsitnuHa. PectaBpuionnue neHtp @onpy iMeHi B.A. leramsna.

286

The photo. Restoration Center of the V.A. Geghamyan.



2 1 CsiTmmHa. OdopMieHHs: pobOTH O BUCTABKI.
The photo. Execution of works for the exhibition.

2 2 CsitnHa, @parment nonorHa. Apxis @onpy imeni B.A. leramsHa.
The photo, Fragment of the canvas. Archive of the V.A. Geghamyan.
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2 3 Hap4anpno-meTopnyni sanmcu B.A. Teramana. Apxis @onpy imeni B.A. leramsana.
Educational-methodical notes V.A. Geghamyan. Archive of the V.A. Geghamyan.
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Cropinka mopennuka B. A. leramsiHa 1943- ... ApxiB ®onpy imeni B.A. leramsHa
Diary page of V. A. Geghamyan 1943- ... Archive of the V.A. Geghamyan
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2 5 Ilepenuc Hacenenns cena
B.A. Teramsna.

Jep>xaBHMII apXiB
Bipmenii

Population census
of V.A. Geghamyan.
State Archives

of Armenia
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2 Yepnerka karanory B.A. Teramana. Apxis ®onpy imeni B.A. leramsana
6 A draft of the catalog by V.A. Geghamyan. Archive of the V.A. Geghamyan
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2 CratyeTka npemii imeHi B.A. Teramsana
7 Statuette named Award VA Geghamyan

Iepmmit naypear Ilpemii Banepis

leramsana — CsiTaHa Heqaﬁ[-Copoxa.z 8
The first laureate of the Valery
Geghamyan Prize is Svetlana
Nechay-Soroka.
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